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FRONT HALL 
SIDE ONE 

BUTTERCUP JOE. (C#. Guitar in standard 
tuning, capo on first fret, playing in C positions.) 
This is a parody of an old English song in praise of 
Sussex farmers. (Made up by Sussex farmers.) This 
version I heard in a folk club at The Old Tiger's 
Head Pub in Lee Green, southeast of London, in 
May, 1968. I never got the singer’s names, but it 
sure was a wonderful night. This is a favorite at our 
house, and seems too nice to be a parody. An 
oast-house is a building for drying hops. 

TROUBLE ON MY MIND. (Fretless banjo. Key 
of E, in G-tuning, three frets low. eBEF#B.) In 1962, 
when I was a dumb kid wandering around the 
West, where I grew up, Barbara Dane took me in 
tow for awhile. At her house I learned a lot about 
music and the world, learned what good food was, 
and met a lot of wonderful people. One was the 
fellow who taught me this song. I think it was Joe 
Bossom. (I only saw him once, and not again for 
10 years. He says he knew the song, he knew 
Barbara, and he lived in California then.) Good 
song, though . . . makes me feel good to sing it. 

CINDY. (Banjo and harmonica. Key of G. Banjo 
tuned gDGBD.) This is from the singing of Jim 
Griffith ... licks; shtik, and farfel. Jim lives in Tucson, 
Arizona, where I grew up, But | didn’t really meet 
him until I'd left home and come back for a visit. 
(It would have helped me a lot to have known him 
earlier.) | sometimes change the verses in this song, 
borrowing from that great store of verses common 
to many of the standard banjo tunes. (Old Joe 
Clark, Shady Grove, Modern Major-General, etc.) 

DIAMOND JOE. (Unaccompanied. Key of F.) 
I've liked this song for a long time, but usually sing 
it at home. It’s from the singing of Charlie Butler 
at the State Penitentiary, Parchman, Mississippi, 
1937. (If you want to hear the original, it’s on record 
AFS L4 from the Library of Congress.) 

WEEPING WILLOW. (CORRINA.) (Guitar, key 
of C, tuned 2 frets low, bass string 4 frets low, 
played in D positions.) I learned this partly from 
Guy Carawan, partly from Bess Hawes, and partly 
from myself. I heard Guy sing it first, then Bess 
taught it at Idlewild camp in California where | 
was visiting for a day. I learned it in C positions, 
but several years later was fooling around in D with 
it, and liked it better there. I tune the guitar down so 
I can still sing it in C. Most of the verses have been 
borrowed from other songs in the last 13 years, so 
it's really a mish-mash by now, and bears little 
resemblance to the one I first heard. 

MOLE IN THE GROUND. (Fretless banjo. Key 
of B. Banjo tuned f*BD#GB.) This is one of my 
absolute favorite songs. I used to feel sorry for this, 
because it was so unexciting. It doesn't tell a story, 
it doesn’t have any heavy message, it just lies there. 
(I've always been a heaw rooter for the underdog.) 
But this song is just plain good . . . the tune is nice, 
and the words are poetry. Each verse makes its 
own image, its own little painting. (John Cohen, one 
of the best city performers of old-timey music ever, 
calls this “Tennessee Haiku”.) The song is from the 
singing of the late Bascomb Lamar Lunsford of 
Ashville, North Carolina and can be heard on one 
or more of his records, including Folkways 10” 
LP FA 2040, Smokey Mountain Ballads. | first 
heard it sung by Forest Meader (from Maine) back 
in 1962 in Tucson, Arizona. Fo did it more slowly 
than Lunsford, and the way | do it is my impres- 
sion of the way Fo did it. By the way, as quiet as 
this song is, it’s not without power, (a lot of frustra- 
tion in that first verse), and violence. How come 
there are so many songs with stray verses malign- 
ing railroad men? 

CECILIA. (Guitar, key of G.) This is not a folk 
song. My father, in his younger days, made a living 
playing table-to-table in restaurants. He played 
4-string guitar, my uncle played violin, and they 
called themselves The Vagabond Kings. His shtik 





was knowing every song requested of him. Later he 
went into radio and did “voice-overs” for actors 
who couldn't sing. | have some of my father’s old 
sheet music, and have enjoyed singing a few of the 
old popular songs for a long time. Cecilia I learned 
from Lena Spencer, the wonderful woman who 
owns and operates The Caffe Lena, in Saratoga 
Springs, New York. I'd like to thank my tap-dancer, 
Heidi Calliope, for making the supreme sacrifice 
when she fell into the orchestra-pit halfway through 
her routine during the instrumental break. 


SIDE TWO 

SONG-STORY INVOLVING PARSON 
BROWN. (Unaccompanied.) I've heard that this 
is quite wide-spread in the western world. | think 
it embarasses a lot of my audiences, but I’m crazy 
about it. Norman Kennedy, (the best Scottish singer 
I ever heard, and possibly the finest weaver in 
America. . . he can do anything from tan hides 
to make brandy, and | wish he lived next door .. . 
sigh), does a version in which the lad says, “I can't 
come to church, I haven't anything decent to wear,” 
and the Parson says, ‘I'll buy you a new suit,” and 
the boy says, “But I haven't any money to put in 
the collection box,” etc. | heard this one in a huge, 
jam-packed, steamy tent on a hillside in Germany 
in June, 1968. It was at the Burg Waldeck Folk 
Festival, which of course, had been rained upon 
for a couple of days. We had to cross a sea of mud 
to get to the tent, which was calf-deep in straw and 
neck-deep in rhetoric. (There were a lot of Ger- 
many’s better-known singer-songwriters there, 
and when one of them sang a song, people would 
line up next to the stage to answer his points . . . 
very democratic there.) Then, in a strange juxta- 
position, a song-swap between London's Terry 
Gould, and Tyneside’s Bob Davenport, who did 
this song-story. Terry.knew quite a lot of German, 
and did a good job of translating as he went. Bob 
knew almost none, and didn’t bother to try. 
Everybody loved ‘em both. 

GREENLAND WHALE FISHERS. (Concertina. 
Key of F.) This is a sad song. The words are from 
the version most common in the American folk 
scene, which may be found in Reprints From Sing 
Out! Volume 1, and in Songs of American Sailor- 
men, by Joanna C. Colcord, both of which are 
published by Oak Publications, New York. The 
tune is my impression of what I heard Lou Killen 
sing once about seven years ago. | remember it 
being a stately tune, but I've probably over- 
statlied it in my enthusiasm. Other versions of this 
song, called variously, The Whale, Greenland, 
Greenland Whale, The Whale Fishers, refer to a 
specific ship, (The Lion), and Captain, (Speedi- 
cutt, Stevens). There’s a lot about this in Gale 
Huntington’s Songs the Whalemen Sang, a really 
good book all around, published in paperback by 
Dover (NY), in which we find that on the American 
ships, the captain usually went out in a boat after 
the whales also. 

IN THE JAILHOUSE NOW. (Guitar. Key of C%. 
Standard tuning, capo on first fret.) In California 
in the early 60’s I met a happy-go-lucky student 
at Pomona College, Ron Lesser, who was trying 
to work this out on guitar. He showed me what he 
was up to, and I learned it. But it wasn’t until one 
snowy January recently when | heard John Roberts 
fooling around with it while watching the Super- 
Bowl that I actually got inspired to learn the words 
and do the song. And while learning it, | realized 
what a powerful song it is, underneath all the good- 
time-ragtime feeling on the surface. 

One of the great things about folksongs is that 
they are like time machines, little windows on the 
past, musical hellos from a byegone era. This song 
speaks volumes about life in the rural (black) South 
in the twenties. It was quite a well-known song, 
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Yecorded by the incredible ragtime and blues guitar 
player, Blind Blake in Chicago in 1927, and was 
picked up at some time by Jimmie Rogers, one of 
the first nationally popular singers of “country 
music.” Rogers’ version was heavily re-written, and 
a lot of the powerful imagery taken out. 

My version is (well, sort of) from the singing of 
the late Pink Anderson, of Spartensburg, South 
Carolina, who seems to have taken from both 
Blake and Rogers, but Anderson's version is’ far 
better than both of theirs. He (or somebody) has 
changed Blake’s, “I went into town last Friday,” to 
“T walked into town last Friday,” painting a very 
different cultural picture. Similarly, Pink sings, 
“l remember last election, all the white folks were 
in action, trying to get themselves a president.” 
Blake sang, “Everybody was in action,” but Pink 
Anderson captured what was probably an almost 
universal feeling of, “Why bother with something 
in which we can’t really hope to participate?” 
Strong stuff hidden away in these songs, folks. 
(P.S. ... Anderson and Blake sang “She’s in the 
graveyard now.” | do too now, but when | recorded 
this | couldn't bring myself to shoot her . . . ) 

THE MAN IN THE MASK. (Guitar, key of D.) 
Another of Malvina Reynold’s great songs. I learned 
this a few years back, and thought it would lose 
it's topicality after the water-bug left in shame, but 
now I see that the song is more true than I had 
thought. 

NINE MILES FROM GUNDAGAI. (Concertina, 
key of G.) When I first heard this song, it didn't 
make much sense. | heard it on an obscure 45rpm 
record in the awe-inspiring basement of Dr. Ken- 
neth Goldstein, B.S., M.S., PhD., B.T.E., L.S.M.F-T., 
Folklorist Extrordinaire, and Philadelphia’s Chief 
Newfie, who has done more for folk music than 
Charles Seeger, and that’s saying something. The 
song was done by the Australian equivalent of a 
washtub band, and they sang, “The dog sat in 
the tucker-box.” It wasn’t until a couple of years 
later, reading an article in Australian Tradition, 
that I got a hint of what it was all about. The 
“tucker-box” by the way, is where the Australian 
wagon-driver keeps his belongings, just as the 
swagman in Waltzing Matilda kept his things in a 
“tucker-bag.” I especially like this song because 
it seems so real. Not romantic, not written for stage 
ha-ha, but of what was probably a very real experi- 
ence, and it is all the more funny for it. I read that 
someone erected a monument to the dog out there 
in Australia’s outback somewhere. 

BEEN ALL AROUND THIS WORLD. (Fretless 
banjo, key of A. Tuned eAEAC#. C-tuning, three 
frets low.) | can’t remember who I heard do this 
first, but when I wanted to learn it, | found it on 
one of Mike Seeger’s albums. Mike does it with 
guitar and harmonica, and it’s beautiful. Mike 
Seeger is a constant inspiration, and the debt we 
owe him won't be realized for a long time. 

THYME. (Guitar, key of C. Tuned the same 
as in Weeping Willow.) There are a lot of British 
songs involving flower symbolism, and sometimes 
it’s quite elaborate. If we don’t know what the flowers 
represent, then we can't really know what's going 
on in the song. This one is fairly simple. Thyme 
represents maidenhood, and the rose represents 
love. This is one version of a very large family of 
songs, and for a warning to young ladies it doesn't 
sound very remorseful, but it’s the one that attracted 
me the most. I first heard it sung by Robin Drans- 
field, who had a loose group called the Greasy 
City Skillet-Lickers with his brother Bany and | 
think somebody else in Yorkshire in 1968. The 
way Robin sang it, it sounded Scottish, but I don’t 
know where he got it. 


Michael Cooney 





HE: 


Michael Cooney is probably the best known 
unknown musician in the country. You may have 
heard him at major concerts and festivals in 
America, England, or Europe. Or maybe on tele- 
casts of the Philadelphia Folk Festival. Perhaps 
on Sesame Street. Possibly in a small coffee house 
almost anywhere from coast to coast and then 
some. Michael places great importance on music 
as an ongoing, real-time part of our lives. He finds 
great pleasure in sharing a new song, in telling a 
funny story, or in helping you feel the sadness, 
mystery, frustration, or joy that comes to life when 
he sings. It’s that part of Michael, that smile in his 
voice, that I hope you'll hear on this record, his 
first since his Folk Legacy LP (FSI-35) of 1968. 


Bill Spence, January 1976 
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SIDE ONE 23:00 


1. Buttercup Joe” 2:30 
2. Trouble on My Mind” 1:47 
3. Cindy* 3:35 
4. Diamond Joe* 1:49 
5. Weeping Willow (Corrina) 6:40 
6. Mole in the Ground* 3:36 
7. Cecilia (Ruby, Dreyer. ASCAP) 3:03 
SIDE TWO. 21:34 

1. Song-Story Involving Parson Brown* 2:00 
2. Greenland Whale Fishers” 4:00 
3. In The Jailhouse Now’ 3:45 
4. Man in the Mask 2:23 

(Malvina Reynolds, Schroder Music Co. ASCAP) 

5. Nine Miles From Gundagai* 2:23 
6. Been All Around This World” 3:06 
7. Thyme” 3:57 


“Arrangements of all traditional songs on 
this record have been copyrighted by 
Michael Cooney to enable the “author” 
royalties to be donated to the Folksong 
Archives at the Library of Congress. 


Michael Cooney: Vocals, 6-string guitar, 5-string banjo, fretless 
banjo, concertina, and harmonica 
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OTHER FRONT HALL RECORDS 


FHR-O1 THE HAMMERED DULCIMER 
Bill Spence with Fennig’s All-Star String Band 
FHR-02 THE DILDINE FAMILY 
FHR-03 SWINGING ON A GATE 
Dudley Laufman and the Canterbury Orchestra 
FHR-04 MELLOW WITH ALE FROM THE HORN 
John Roberts and Tony Barrand 
FHR-05 SATURDAY NIGHT IN THE PROVINCES 
Fennig's All-Star String Band 
FHR-06 BRIGHT SHINING MORNING 
Lou and Sally Killen 
FHR-08 ALISTAIR ANDERSON. Traditional tunes on concertina 
and Northumbrian smallpipes 


Recorded August 1975 by the Bottom Forty Recording Com- 
pany at the Eldron Fennig Folk Museum of American Ephemera. 
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The Boys of the Lough play traditional 
music and songs from Ireland, Scotland 
and Shetland. In 1972 they became the 
first group playing traditional music on a 
professional basis. Others have come and 
gone but they go on, still in the vein of the 
rising popularity of traditional music and 
song, which they have helped to create 
and sustain, 

With this, their fifth album, they reaffirm 
their loyalty and love for traditional music 
This, and the superb quality of the music 
they make, have made Cathal McConnell 
and Robin Morton, two Irishmen, Aly 
Bain, a Shetlander, and Dave Richardson, 
from Northumberland, welcome all over 
Europe and the American continent. 


On a couple of tracks they are joined by 
Finlay MacNeill playing Highland pipes. 
Finlay, who is also a fine Gaelic singer, 
has toured with the Boys and it was then 
that the possibility of using him on the 
album was discussed 

For those of a curious nature, the title 
tune refers to Finlay’s finger. This was 
broken in an “unlucky incident” just when 
he was about to record the tracks 
However, every cloud has a doubtful silver 
lining! At least Cathal has a name for his 
newly composed reel and the title 
naturally fell on the album. 


SIDE A 


1. Lady Anne Montgomery /The 
Highland Man that Kissed His Grannie 
O'Connor Donn’s. (Traditional reels) 
arranged by D. Richardson, 

C. McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

The first reel, a beautiful one, has been 
in Tommy Gunn’s family for generations. 
Tommy, a fiddler from Derrylin, Co. 
Fermanagh, gave it and many other tunes 
to Cathal. The second came from 
Donegal man Tommy Peoples, another 
who has swapped tunes with Cathal. Of 
Scottish origin, it can be found in Kerr’s 
Collection (Vol. 1), where the subject of 
the amorous highlander’s attention is his 
mother. O’Connor Donn’s reel is a job of 
reconstruction; Cathal heard it on a 
cylinder recording of the Galway piper 
Martin O'Reilly, who died in a poorhouse 
in the early years of this century, ignored 


Produced by The Boys of the Lough for 
Gilderoy Productions 

Engineered by Michael Couture for Earth 
Audio Techniques, North Ferrisburg, 
Vermont, except A.4 & B.2 by Calum 
Malcolm, Castle Sound Studios, 
Edinburgh 

Designed by Margot Zalkind-Schur 
Cover Art by Edward Epstein 

Photos by Erik Borg 

MADE IN U.S.A 

Library of Congress Catalog Number 
76 750823 

@®)/ © 1976 Philo Records, Inc 


This and other Philo albums are available 
at your local record store. Please write for 
our free catalog: Philo Records, The Barn, 
N. Ferrisburg, Vt. 05473 

Many thanks to Finlay MacNeill and Gilles 
Losier for their fine contributions 





by the dilettantes who only a few years 
before had “rediscovered” him. The 
recording was so worn that Cathal could 


only guess at the tune, so this is what he’ | 


thinks it might have been, 


2. The Greenland Man’s Tune / Da 
Forefit o’ Da Ship / Heave and Go. 
(Traditional Shetland tunes) arranged by 
D. Richardson, C. McConnell, A. Bain, 
and R. Morton. Gilderoy Music-BMI. 
These tunes mirror two of the basic 
influences in Shetland music and culture 
in general. Their titles make obvious the 
pervasive importance of the sea to an 
island people. On a musical level, there is 
a very Scandinavian feel about the tunes. 
If you had to pin it down, there are 
“strange” notes and unusual rhythms, but 
as usual words do not do justice to what 
the ear hears. 


3. O'Reilly from the County Cavan (A 
traditional song) arranged by D. Richard- 
son, C. McConnell, A. Bain, and R. 
Morton. Gilderoy Music-BMI 

Robin had this song from the late John 
Maguire of Roslea. However, here he uses 
the air of a Scottish tinker version, (see 
Tocher 18, pp. 66) a Gaelic tune from the 
Western Isles, “No Run Geal Dileas.” 
With such an accommodating first line — 
“When first I came to County Cavan...” 
— it is not surprising that the song takes 
many geographical locations. So, in the 
Scottish version, Inverness-shire is the 
place, and in the Irish, Leitrim and Kerry 
can be found in place of Cavan. 


4. Colonel Robertson (A march) by L. 
Beaton, Paterson Music/ 

The Atholl Highlanders (A traditional 
march) arranged by D. Richardson, C. 
McConnell, A Bain, and R. Morton. 
Gilderoy Music-BMI 

Finlay’s finger finally mended and at the 
first opportunity we recorded the two 
tracks, two favorite six-eight marches. 
The first is dedicated to a Colonel of a 
battalion of the Canadian Army, The 
Toronto Highlanders, and the second to 
the private army of the Duke of Atholl. 
This is the last private army still existing 
in these islands, as, at least on a token 
level, it continues to operate. 


Discography: 
Leader Trailer 2086 


5. The Shamrock Shore (A traditional 
* 30ng) arranged by D. Richardson, C. 
McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 
An emigration song, of which there are 
many variants. Cathal has this one from 
Kevin Mitchell, a fine singer from Derry 
now living in Glasgow. The tune is the 
same as that which carries the Gaelic 
song from Donegal, ““Gleanntain Ghlas 
Ghaoth Dobhair” (The Green Glens of 
Gweedore). 


6. Da Sixereen (A hornpipe) by T. 
Anderson, T. Anderson Music/ 
Gordon's Favourite (A reel) by R. Cooper, 
Shetland Music 

A couple of tunes which answer those 
who see the traditional as moribund. Both 
were written by Shetland friends of ours. 
The hornpipe took its name from the six- 
oared fishing boats of those islands, and 
was composed by Tom Anderson, a 
fiddler and teacher. The reel is from the 
pen of Ronnie Cooper, whose tunes are 
especially suited to piano support, as he 
himself is a pianist and piano accordionist. 
So when Gilles Losier, a musician friend 
from French-Canada, came to visit us at 
Earth Audio Teachniques, we took 
advantage of his presence. Not that he 
objected — we had only to drop a hint, 
and in ten minutes he had tuned the 
Piano and was in the driver’s seat. 


SIDE B 


1. The Lament for Limerick (A traditional 
slow air) arranged by D. Richardson, 

C. McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

The title track of our last album was 
“Lochaber No More,” which has a 
common origin with this Irish tune; which 
came first isnot So obvious. However, the 
weight of evidence seems to lie with the 
Scots claim, in spite of O’Neill’s strong 
argument that both came from a tune 
written by Myles O’Reilly, the 17th 
century Cavan harper (see “Irish Folk 
Music,” pp. 180-181). No matter; in the 
final analysis, both stand proudly in their 
own right. 


The Boys of the Lough 


Rounder Records 3006 
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Second Album 
Live at Passim 
Lochaber No More 
The Piper’s Broken Finger 
Shetland Fiddle w Aly Bain & Tom Anderson 
An Irish Jubilee w Robin Morton & 
Cathal McConnell 
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_2. Millbank Cottage (A march) by 


W. R. Drumbeck, Mozart Allan Music / 
Sandy Duff (A traditional reel) arranged 
by D. Richardson, C. McConnell, A. Bain, 
and R. Morton. Gilderoy Music-BMI 

The Ale is Dear (A traditional reel) 
arranged by D. Richardson, C. 
McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

Finlay’s pipes lead us into this set. The 
first is a fine two-four march favoured at 
piping competitions. Sandy Duff is a reel 
which went to Ireland and became a great 
favourite under the name of the High Reel. 
Nothing is known about the last reel 
except that the ale has always been dear 
— but we still buy it. 


3. The West of Ireland (A traditional 
song) arranged by D. Richardson, C. 
McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

Cathal learned this from two brothers, 
Seamus and Packie O’Brien, from 
Derrylin, Co. Fermanagh. Apart from the 
fact that it seems to be from that area, 
little is known about it. 


4. Johnny Will You Marry Me (A tradi- 
tional fling) arranged by D. Richardson, 
C. McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

In Scotland this tune is played as a 
strathspey and used for dancing the 
Scottische and the Highland Fling. Its 
proper name is “The Braes of Mar.” In 
Ireland, however, it is “straightened out,” 
as is often the case with strathspeys. It is 
particularly popular in the West for a 
dance called “the fling.” Cathal has 
known the tune for years, but was only 
recently reminded of it by Rita Keane, one 
of the well-known singing sisters of Co. 
Galway. 


5. The Rushes Green (A traditional song) 
arranged by D. Richardson, 

C. McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

The Keane sisters, Sarah and Rita, sing a 
lot of their songs in unison, a practice 
which seems more common in Ireland 
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than academics care to admit. Two very 
different voices blending and turning with 
each other produces a tension which gives 
a new dimension to a song. Robin and 
Cathal continue the tradition with a song 
that Cathal has from John McManus of 
Derrylin, who in turn had it from his 
mother. It seems fairly common in 
Fermanagh, though with different tunes, 
and has been found in England and on the 
American continent. Its possible origin is 
the Gaelic song “Binsin Luaichne” (The 
Bunch of Rushes) which has the same 
story line. We wonder whether the 
Rushes Green may contain a fairly 
straightforward sexual metaphor? 


6. The Torn Petticoat ( A traditional reel) 
arranged by D. Richardson, C. 
McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI / 

The Piper’s Broken Finger (A reel) by 
C. McConnell. Gilderoy Music-BMI / 
The Humours of Ballyconnell (A tradi- 
tional reel) arranged by D. Richardson, 
C. McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

Three hard-driving reels. The first is a 
fairly common tune from County Clare. 
The second was composed by Cathal 
(hopefully the first of many) so naturally 
it is a good rolling flute tune. We have 
already explained how it got its name. 
Finlay MacNeill’s C-finger must be the 
first to have a tune named in its honor! 
The Humours of Ballyconneli is the local 
Fermanagh name for a reel more general 
ly known as “Captain Rock.” Cathal’s 
tune fits as snugly and naturally between 
these two tunes as it does into the 
tradition. 


7. The Old Favourite / Bobby Gardiner’s 
Jig (Traditional jigs) arranged by D. 
Richardson, C. McConnell, A. Bain, and 
R. Morton. Gilderoy Music-BMI 

Two more fine Clare jigs. Cathal learned 
the first from Tony Smith, a fiddler from 
that County. The second he recently 
learned from Bobby Gardiner, an 
accordion player, also from Clare. As we 
had no other name for it we followed 
convention and called it after our source. 
Thank you, Bobby. 


—Robin Morton 
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Philo Records encourages the artist 


to assume full creative control of his or 


her album. This record is as 
conceived of by the artist 
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REAL RELAXATION 





A PRIME KEY TO 6000 HEALTH 


33-1/3 RPM GOL RECORDS 


SIDE ONE: DAYTIME RELAXATION, WITH A 
WAKE UP SEQUENCE. 


This record was made at the request of my Yoga students, 
who felt that the Relaxation Technique used in my class was 
extremely helpful in learning to relax deeply and completely. 


A prime key to good health and well being is the ability to 
achieve real and deep relaxation. People working under severe 
tension and pressure can only cope successfully, without ruin- 
ing their health, if they know how to relax. Few people are 
gifted with this ability naturally. Most of us must LEARN 
how to relax. 


Real Relaxation is a physiological state that gives the body 
a chance to slow down and recuperate. It is quite different 
from our usual conception of relaxation, the state achieved by 
reading a book, playing a game of tennis, or even stretching 
out watching T.V. That is not Real Relaxation, but diversion. 
You will feel just as tired and fatigued after diversion as you 
did before it. The reason is that the physiological state of the 
body has not really changed; the muscles are still full of ten- 
sion, the mind is going at a great pace, the blood pressure is 
galloping along, and the nerves that carry messages to and 
from the brain are still in a state of activity. 


In Real Relaxation you teach your body and your mind to 
let go of their dangerous (and sometimes killing) tension, to 
release all conscious contraction of the muscles: YOU JUST 
LIE DOWN AND FOLLOW THE DIRECTIONS. You will be 
amazed at the depth of relaxation, even the first time you try 
it. Your body (that magnificent machine) will have a chance 
to recharge. When you are finished, your body and your mind 
will be refreshed; you will be calmer, able to think more 
clearly, and have renewed energy to carry on. 


I call Real Relaxation the wise man’s tranquilizer. To be 
able to calm oneself, to allow the body to slow down, to 
slow the heart beat, to help lower the blood pressure, to 
relax tense and tired muscles and thereby give the nerves a 
chance to rest - to do all this by yourself and naturally, with- 
out harmful drugs, is surely the wise man’s way! 


SIDE TWO: BEDTIME RELAXATION 


It is also the healthy man’s sleeping pill. It produces no 
drug hangover or side effects, which are just other traumatic 
agents to your body, but helps promote a deep and sound 
sleep when practiced at bedtime. 


There is also a beauty benefit to Real Relaxation. It relaxes 
the muscles of the face, easing tension and fatigue lines. Look 
at yourself in the mirror when you have finished; see how 
much more beautiful your face is when it is relaxed! 


Tension eats away at all of us in this jet age of instant 
everything. The high-pressured executive, the hurried house- 
wife, the fatigued laborer, the over-burdened student, all 
need this skill — the ability to achieve real and deep relax- 
ation, in order to survive happily and function at a high 
level of efficiency. 


As you acquire the ability to relax, you “learn” your body. 
You will then be able to sense tension and immediately relax 
it. You will help yourself to prevent. the diseases associated 
with tension, and help increase your chances for health and 
happiness. 


Real Relaxation is not the only important and necessary 
key to good health. Your diet, your posture, your exercise, 
your breathing, and the state of your mind are the other keys. 
But at least start here. Give yourself and those you love this 
gift. All can learn the satisfying achievement of real and deep 
relaxation by practicing with this record. 


About the Author: 

Gladys Ruth Kanter, better known as Gol, is a graduate Public Health 
Nurse, who studied at St. Vincent’s Hospital, N.Y., then received her 
B.S. in Public Health from Boston University. She is a Yoga teacher 
who studied with Amrit Desi and Marcia Moore. She is a teacher of 
Creative Movement after the Mettler Method, having studied with Pat 
Sonen, Norma Canner, and others. She has also studied Dance Therapy 
with Marion Chase, and Psycho-motor Therapy with Al Peso. This ex- 
perience has been integrated into her Relaxation Technique. 

She is, finally, the wife of a Ph.D. in Applied Math., and the mother 
of five girls, ranging in age from ten to eighteen. 


NOTE: TO OBTAIN THE MOST BENEFIT FROM THIS RECORD, BE SURE NOT TO STRAIN, GRUNT, OR HOLD YOUR 
BREATH AT ANY TIME DURING YOUR PRACTICE. 


GOL RECORDS, BOX 371, LEXINGTON, MASSACHUSETTS 02173 


Cover by E.R. Freniere 
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SIDE ONE 
CLOSE ENCOUNTERS OF THE THIRD KIND* 4:18 
(John Williams) 
Voice Intro by Michael Phillips 
Gold Horizon Music/BMI 
From the Columbia Picture 
A Phillips Production A Steven Spielberg Film 
Theme from “STAR TREK’’* 3:22 
(Alexander Courage) 

Bruin Music Company 
MOONGLOW 5:04 
(Hudson-DeLange-Mills)t 
and LOVE THEME (George Duning) 
ASCAP 
DANCIN’ IN THE SKY* 4:50 
(Gene Page) 

Summertree Music/ASCAP 


SIDE TWO 
|] FEEL LIKE I’ VE BEEN LIVIN’ (ON THE DARK SIDE OF THE MOON) 4:45 
(Ronald Baker) 
Burma East/BMI 
Rhythm Arrangement by McKinley Jackson 
BEYOND THE HOLE IN SPACE* 3:28 
(Gene Page) 
Summertree Music/ASCAP 
WHEN YOU WISH UPON A STAR 3:47 
(Washington-Harline) 
Bourne/ASCAP 
SHO’ LIKE TO RIDE ON YOUR STAR*}+ 3:43 
(LaMont Dozier-Gene Page) 
Gold Horizon Music Corp./BMI 
Golden Torch Music Corp./ASCAP 
Rhythm Arrangement by Sonny Burke 
\ Horn Arrangement by Curt Berg 
SATURN} 4:45 
(Stevie Wonder-Michael Sembello) 
Black Bull Music/ASCAP 
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GENE PAGE 
CLOSE ENCOUNTERS 
Produced by BILLY PAGE and GENE PAGE 
Dedicated to MAIBELL 


Music Coordinator: Brendan Cahill 
Production Coordinated by Olivia Page 
“Close Encounters of the Third Kind” & “When You Wish Upon A Star’ 
Engineered by Howard Steele 
2nd Engineer: Gabe Veltri 
Recorded at Studio 55 
Engineer: Sye Mitchell 
Recorded at Filmways/Heider 
2nd Engineer: Chris McNary 
Remixed at Sunset Sound 
2nd Engineer: Jim Isaacson 
Mastered by Brian Gardner for Allen Zentz Mastering 
Assistant to the Producers: Sara Page 
Music Preparation: George Annis/The Music Suite 
Management: Greif/Garris 
Drums: Eddie Greene 
Bass: Wilton Felder (Courtesy of Crusader Productions) 
Scott Edwards 
Keyboards: Sylvester Rivers 
Gene Page 
Guitars: Tim May 
David T. Walker (Courtesy of A&M Records) 

Wah Wah Watson (Courtesy of Columbia Records) 
Percussion: Jack Ashford (Courtesy of Magic Disc Records) 
Gary Coleman 
Paulinho da Costa (Courtesy of Pablo Records) 
Concert Master: Harry Bluestone 
Sax Solo on ‘“Moonglow” by Ernie Watts 
Synthesizer Programmer: Michael Boddicker (Courtesy of A&M Records) 
Solos by Greg Phillinganes + (Courtesy of Wonderlove) 
Soloist: Michael Boddicker* 


Singers: Jim Gilstrap, John Lehman, Zebara Turnbugh 
A Deep Bow to John Williams 


Very Special Thanks to Michael Phillips, Richard Berres, 
Leslie Greif And Clive Davis. 
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Vive noo Canadiens 
Letranger a ma place 
Tu feras mon bonheur 
La priere dun vieillard 
ce suis heureuse ce soir 
Bonjour tristeddse 
Onecr! le soleil dit bonjour aux montagnes 
Dnvitation a ton mariage 
ce vaio, ce comprende 
Douarepici mao tu quitte- 
Troubadour tyrolien 


-WUWne chanson de chez - moj 
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Production & Arrangements Musicaux: Dougie Trineer 
Un produit de RODEO RECORDS LTD 


| DISTRIBUE AU CANADA PAR LONDON RECORDS OF CANADA LTD. 















SIDE 1 












2:33 
Robbins Music ASCAP 


ALONE 
(Freed Brown) 








2:41 
Rosewood Music BMI 


MY SUMMER LOVE 
(Hilliard-Garson) 














3:01 
E.B. Marks BMI 


WONDERFUL! WONDERFUL! 
(Raleigh-Edwards) 








2:37 
Famous Music ASCAP 








THAT OLD BLACK MAGIC 
(Arlen-Mercer) 
















2:14 
Cameo-Parkway Pub. BMI 


LET’S MAKE LOVE TONIGHT 
(Straigis-Jackson-Williams) 






2:05 
Robbins Music ASCAP 


GOODNIGHT MY LOVE 
(Gordon-Rebvel) 





SIDE 2 

















SO MUCH IN LOVE 2:18 
(Jackson-Straigis-Williams) Cameo-Parkway Pub. BMI 





2:22 
Cameo-Parkway Pub. BMI 








YOU ASKED ME TO BE YOURS 
(Straigis-Jackson-Williams) 









2:30 
Empress Music ASCAP 


THE TWELFTH OF NEVER 
(Webster-Livingston) 










WAY BEYOND TODAY 2:25 
(Roy Straigis) Malverne Music ASCAP 

















2:40 
ASCAP 


SUMMER DAY 


(Kalmann) Kalmann Music 









2:18 
ASCAP 


AUTUMN LEAVES 
(Mercer-Kosma) 





Ardmore Music 
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THE TYMES 


ARRANGED BY ROY STRAIGIS & BILLY JACKSON 


The fabulous “Tymes” might best be described as a group from the 
“Most Likely to Succeed” school. Theirs is a story that all new young 
talents dream about. Their story also proves “There’s No Business Like 
Show Business.” 

In a field of entertainment, where competition is stiffer than an Indian’s 
upper lip, “The Tymes” have jumped off to a runnin’ start. 

George Williams, lead singer, we think you will agree is one of those 
rare talents, who manages to convey his own personality through music. 
Norman Burnett, Donald Banks, George Hillard and Al Berry make 
up the natural, mature, warm, happy-go-lucky-sounds that makes the 
“Tymes.”” 

Here on this record, CAMEO-PARKWAY, takes great pleasure in pre- 
senting to you an unforgettable listening experience—A collection of 
exciting musical sounds. 

With birds, bass and a finger snap, Roy Straigis and Billy Jackson, who 
are mainly responsible for CAMEO-PARKWAY’S new diversified sound, 
combine their talents to produce this great sound of the ‘““Tymes.” 
You will find this album to be most unique. “An album in story form; 
the story of summer love and for people “So Much In Love.” 


CATT O) INE gee egret Wer eed BAER 

“Before you, there was no one... and I was alone” 
WADE SUM OO SHR TUCO) cccccoasbo0odoos00%00800600000000000000 

“She stops, she looks, she smiles... somehow you know she’s the one” 
WONDERFUL, WONDERFUL.............00.00000000. 


“How sweet it is... . to be young and in love” 


“After a little walk ...a kiss, a sigh... you have feelings you’ve 
never felt before” 

LET’S MAKE LOVE TONIGHT............0.00.0000. 
“What a perfect night for romance” 


GOODNIGHT MY LOVE... 


“And we find ourselves in a world of our own” 
YOU ASKED ME TO BE YOURG.................... 

“PI prove my love to you each day ... and every way” 
TWEED TE OW NEVER ie cscccccessescsctessececs ects 

“The next morning you call . . . she wants to be reassured” 

WAY BEY ONDITO DAW Mrrncccctncenerenn 

“Man... Woman. . 
SUMMER DAW erits. ane. esseeatessstatrmeeceecent ch caeretieees 

“Until you’re in my arms again... ll count each summer day” 
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/0.C.SMITH HICKORY HOLLER REVISITED 


The Son Of Hickory Holler’s Tramp Sitting On The Dock Of The Bay 
By The Time | Get To Phoenix * VA 0 , The Best Man / Seven Days 
Long Black Limousine age , Take Time To Know Her 
COLUMBIA| Main Street Mission’ n yp eo ——s ; The House Next Door 

Honey (I Miss You) G4 . Little Green Apples 
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Produced by Jerry Fuller 
Arranged and Conducted by H. B. Barnum 


HICKORY HOLLER REVISITED 
O. C. SMITH 


Side 1 

THE SON OF HICKORY HOLLER’S TRAMP (em) 
SITTING ON THE DOCK OF THE BAY (em) 
MAIN STREET MISSION (sm) 

BY THE TIME | GET TO PHOENIX (8m!) 

LONG BLACK LIMOUSINE (em) 

THE HOUSE NEXT DOOR (em) 


Side 2 

LITTLE GREEN APPLES (ascap) 
TAKE TIME TO KNOW HER (em) 
HONEY (I Miss You) (Ascap) 

THE BEST MAN (em) 

SEVEN DAYS <ascap) 


Engineering: Peter Romano 


Storytellers ...that’s what singers are. And what a won- 
derful era in which to be a storyteller...with great 
stories, ageless stories, but with a new approach! 
Songs honoring the real unsung heroes, “everyday 
human beings.” The struggle just to exist... 

Ours is a wonderful profession, for we keep the 
world aware of the changes in times and thoughts. We 
cushion emotions, for things are softer when we say 
them with music. It’s a very hard proposition, ‘‘the cold 
spoken word.” 

We say things lovers feel but are too shy to speak. 
We tell of happy times with a beat or sad times to the 
soothing strains of melodies that seem to help you cry 
and make sadness softer. We announce new concepts 

..desires...old pains...new hopes...promised love 
..love denied...love gone astray. We record history 
and protest injustice. | could go on and on for there 
are no stories singers cannot tell. 

To be a good storyteller one must experience many 
situations first-hand, or have an emotional insight into 
the feelings of one’s fellow man. One must be ac- 
quainted with the past, aware of the present, and 
open-minded about the future. 

| mean this as a statement of fact and not a bit of 
flattery. In this album you will hear a great storyteller 





..O. C. Smith, a troubadour par excellence! A warm, 
subtle, yet exciting storyteller, with wonderful stories 
to tell. 

The Son of Hickory Holler's Tramp, the story of a 
mother using the equipment at hand to keep fourteen 
children from starving to death. The story of a woman 
who wanted a chance to make a big mark on the world 
and ended up with only a Long Black Limousine. The 
story of aman who lost everything because he lost his 
only love and must walk skid row—and so home is the 
Main Street Mission. You can hear the touch of despair 
in the troubadour’s voice when he’s Sitting on the Dock 
of the Bay, and you can almost touch his tears for 
Honey. You are warmed by the love given in Little 
Green Apples. The wisdom of Take Time To Know Her, 
the reverse psychology of By the Time |! Get to Phoe- 
nix, and the beauty of the love in what’s supposed to 
be a poor House Next Door. 

O.C. told me that when he left Mansfield, Louisiana, 
“it was hard to get his grits.”” Well, the troubadour has 
arrived, and after this there will be grits galore! 


Della Reese 


CL 2714/ CS 9514* “Stereo 


Stereo CS 9680 COLUMBIA 


COLUMBIA STEREO RECORDS CAN BE PLAYED ON TODAY’S MONO RECORD PLAYERS WITH EXCELLENT RESULTS. THEY WILL LAST AS LONG AS 
MONO RECORDS PLAYED ON THE SAME EQUIPMENT, YET WILL REVEAL FULL STEREO SOUND WHEN PLAYED ON STEREO RECORD PLAYERS. 


Cover photos: House: Russ Munson; Face: Columbia Anaad Photo Studio—D«c aan stoin; Cover design Ron Cc orc Sy Mantiactired Bvroalumbis Rocords/CBS c./51 W. 62 Stroet ‘Now Yo rk, N.¥./® “Columbia,"' |§2] Marcas Reg. Printed in U.S.A 
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Side One 
Queen Elizabeth’s Galliard 
Lachrimae Antiquae Payan 
Mrs. White’s Nothinge 
Mrs. Vaux’s Gigge 
Farewell (A Fancy) 
Orlando Sleepeth 
Fantasia 


NANBwWNHE 


In an age of versatile gentlemen, John 
Dowland (1563-1626), was a gentleman 
in the fullest sense: he contrived Son- 
nets in both Latin and English, he 
composed Ayres and Fancies, he translated learned works, 
and was accounted’ even by the strictest judges to be “the 
rarest musician that his age did behold.” The rareness was 
accorded more to his singing and performing on the lute, 
which is reported to have been the best entertainment in 
Europe, than to his compositions, which were a routine accom- 
paniment to his profession. 

Although every well educated person in Elizabethan times 
was expected to have taken lessons on the lute, it would be 
a great wonder if the majority of them succeeded in playing 
it with any perfection. “Of all instruments that are portable,” 
wrote Dowland, “the lute is, and ever hath been the most in 
request, so is it the hardest to manage with cunning and order, 
with the true nature of fingering.” It was the custom, there- 
fore, for nobles and courts to hire professional lutenists for 
any serious music making, such as entertaining and dancing. 
Throughout his life Dowland was in the service of one person 
after another, although he was forever complaining about 
being out of work, and traveled in the course of his work the 
length and breadth of Europe. His most exalted patron was 
King Christian IV of Denmark, for whom he worked for eight 
years; he was also a member of Queen Elizabeth’s Royal 
Chappel and in 1612 he was made lutenist to James I, a posi- 
tion which he held until his death in 1626. 

In spite of his gentlemanly qualities, Dowland was by no 
means dapper. He seems in fact to have been somewhat anti- 
social and subject to painful periods of depression during 
which all his affairs appeared in a dreadful light. These 
distressing states, however, enabled him to endow the solo 
Ayre with a very personal and introverted simplicity and to 
write some of the most moving and sombre pieces which the 
Elizabethan period produced. 

It is surprising that Dowland, “whose touch upon the lute 
did rayish human sense,” never published a collection of works 
for solo lute. The majority of his compositions for his own 
instrument, of which only a few were published during his life- 
time, still exist solely in manuscript in the form of tablature, 
unreadable until they are either transcribed into regular nota- 
tion or played on a correctly tuned instrument. As a result 
of the obscurity of tablature a great bulk of Elizabethan 
instrumental music disappeared altogether as soon as the lute 
lost favor and became an ancient instrument. Dr. Burney, 
writing his History of Music in 1789—two hundred years after 
Dowland’s time—had in all probability never heard a lute and, 
at any rate, was sufficiently unfamiliar with its operation as 
to criticize Dowland’s musical invention for catering to the 
peculiar limitations of the instrument: the quickly fading tone 
which makes it impossible to sustain polyphonic voices, and 
the consequent overloading with ornaments in an attempt to 
knit the music together. 

The Elizabethan pieces for lute are in the forms of varia- 
tions on folk tunes, contemporary dances, and occasionally 
pure fantasias for virtuosity’s sake, although the lute was not 
so satisfactory for fantasys as the virginals. The lute was a 
servicable instrument and in its solo capacity was used prin- 
cipally as an accompaniment to dance entertainments. 

Queen Elizabeth's Galliard was written for such an occa- 
sion, The galliard was a strenuous dance with great leaping 
steps and although the Queen is supposed to have danced 
several for her health upon sising, it is doubtful that this prac- 
tise outlasted her youth; she was over fifty when Dowland 
became attached to her Royal Chappel. She did not, how- 
ever, according to William Camden, “neglect Musicke, being 
able to sing and play on the lute prettily and sweetly.” She 
may very well have played this very Galliard to show off for 





DOWLAND 


Pieces for Lute 
JULIAN BREAM - Lute 


some visiting dignitary. 

The Lachrimae Antiquae Pavan is one of the few lute com- 
positions published by Dowland himself. It is the first of 
Seven Passionate Pavans on the same theme, printed with 
divers other Pavans, Galliards, and Almands in 1605 in a book 
entitled Lachrimae, or Seaven Teares. The pieces were set for 
“viols or violins in 5 parts” with a reduction of the score 
for lute. Lachrymae, as the tune was familiarly called, was 
originally written much earlier and was first published in 
Dowland’s Second Booke of Ayres to the words “Flow my 
teares.” The tune was overwhelmingly popular: Byrd, Farnaby, 
and Morley set it for virginals, and references to it appear 
throughout Jacobean drama up until as late as 1629, three 
years after the composer’s death. The pavan, a favorite dance 
form with the melancholy Dowland, is described by Morley as 
“a kinde of staide musicke, ordained for grave dauncing, 
and most commonlie made of three strains. . . .” 

Mrs. White's Nothinge was written for an unidentifiable 
lady who was either a patron of music or, more likely, the 
daughter of a patron. It was customary in Elizabethan times 
to name dances after individuals—a form of dedication. A 
nothinge is the same as a toye, a light piece of music in- 
tended to entertain and cheer, but it is characteristic of Dow- 
land’s sombre outlook that even his nothinges are written in 
the minor. 

Mrs. Vaux of Mrs. Vaux’s Gigge was probably the daughter 
of the third Baron Vaux of Tarrowden and the granddaughter 
of the poet Thomas Vaux. The Vauxes were intimates of the 
Court and enthusiastic patrons and performers The gigge 
was a popular dance of the sixteenth century, full of off- 
beats and snap, usually performed by comedians; if Mrs. Vaux 
intended to dance herself, it would be tactful to assume that 
she was still a little girl when Dowland presented her with 
this piece 

Fancys, or fantasias, offered Dowland the opportunity to 
be as profound and mournful as he desired and in Farewell 
and Forlorne Hope he takes full advantage of the possibilities. 
The two pieces are built around the same melody: a six note 
chromatic scale, which ascends in Farewell and is inverted to 
descend in Forlorne Hope. 

Orlando Sleepeth, a quiet pastoral, was perhaps intended 
to accompany one of the charades of which the. Jacobean court 
was so fond. Shepherds. shepherdesses, and old bards, com- 
pletely outfitted in picturesque garb, enacted sylvan scenes, 
some written by professional writers such as Ben Jonson, 
others composed by their Majesties themselyes in which they 
also took a part. 

The Fantasia, one of Dowland’s few completely happy works, 
exists in several different versions, which testifies to its popu- 
larity among seventeenth century lutenists. Although it was 
never published it was circulated in manuscript and the com- 
poser evidently altered the music a bit each time he tran- 
scribed it. The work is showy, with a strong, rhythmic beat 
throughout. 

Among the divers other Pavans, Galliards, and Almands in 
the Lachrimae, or Seaven Teares is the King of Denmark’s 
Galliard, written while Dowland was employed at the Danish 
court. The piece is a simple one with an insistent bass remin- 
iscent of the bagpipes. 

To call a galliard melancholy is rather a paradox; it is 
equivalent to naming an elegy happy, but to Dowland in a 
depression anything was possible. The key, F Minor, was one 
of his favorites, probably because it is very difficult to play it 
on the lute. 

Lady Hunsdon, for whom My Ladye Hunsdon’s Puffe was 
composed, was Elizabeth, wife of the second Lord Hunsdon, 
and one of the great ladies of the Elizabethan period. She 
was the personal patron of the poet Spenser as well as being 
a poet herself. A puffe is synonymous with a nothinge or a 
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Side Two 
1. King of Denmark’s Galliard 
2. Melancholy Galliard 
3. My Ladye Hunsdon’s Puffe 
4, Semper Dowland, Semper Dolens 
5. An Unnamed Piece 
6. Sir Henry Umpton’s Funerall 
7. Forlorne Hope Fancy 


toye; the piece is in reality an almand: a sedate dance. slightly 
more lively than a pavan. 

The most extensive and serious of the pieces included in 
the Lachrimae, or Seaven Teares was a slow pavan entitled 
Semper Dowland, Semper Dolens; translated roughly this 
means that John Dowland is always mournful. The music is 
very personal and affective, with pictorial sighs in the third 
section. 

An Unnamed Piece appears to be an almand. The lack of 
title would indicate the equal lack of a patron or occasion 
for which it was especially composed. 

A funerall was a serious and very sad pavan, which was 
danced in a solemn manner at wakes. Funeralls were often 
written, however, with no relationship to a death, so it is im- 
possible to say whether Sir Henry Umpton was alive or defunct 
at the time Dowland wrote this piece for him. The work was 
originally printed as part of the Lachrymae collection. 
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With the release of his first West- 
minster recording JULIAN BREAM, 
already acknowledged as Great 
Britain’s finest guitarist and lutenist, 
has been acclaimed by critics and music-lovers all over 
the world. 

Born in London in 1933, Julian Bream gave up the piano 
for the guitar and lute when eleven years old. He studied 
with Perrot, president of the Society of Guitarists, and at 
the Royal College of Music. In 1945 he came to the attention 
of Andres Segovia, who was so much impressed with Bream’s 
talent that he offered to teach him. Bream made his debut 
in Cheltenham in 1947, and his first London concert took 
place two years later. Since then his fame has spread through 
his many recitals, his tours for the Arts Council, and his hun- 
dreds of radio broadcasts. 


THE ARTIST 





This is a monophonic recording, processed 
according to the R.I.A.A. characteristic from 
a tape recorded with Westminster's ex- 
clusive ‘‘Panorthophonic’’® technique. It 
may be played on any phonograph—either 
monophonic or stereophonic—designed to play microgroove (33-1/3 
RPM) recordings. The multiple channels of stereqphonic equipment will 
enhance the sound of this monophonic recording, making it richer 
and more brilliant. To achieve the greatest fidelity, each Westminster 
record is mastered at the volume level technically suited to It, There- 
fore, set your volume control at the level which sounds best to your 
ears and, for maximum listening pleasure, we recommend that you 
sit at least six feet from the speaker. Variations in listening rooms 
and playback equipment may require additional adjustment of bass 
and treble controls to obtain NATURAL BALANCE. Play this recording 
only with an unworn, microgroove stylus, preferably diamond. 


THE RECORD 
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CHARLES 


MODERN SOUNDS 
IN COUNTRY 
& 


WESTERN MUSIC 





String Arrangements by Marty Paich 
Big Band Arrangements by Gerald Wilson and Gil Fuller 


Practically everything that can be. said about the talent of the great Ray Charles has already been 
printed. Those of you who are long-standing Charles fans are well-acquainted with Ray’s history, 
which began thirty-one years ago in Georgia. Speaking of Georgia, those of you who have only 
recently discovered the Ray Charles genius must certainly list his top hit, Georgia on My Mind, as 
a favorite. And, of course, there have been other recent smash hit Ray Charles records such as 
Hit the Road Jack, One Mint Julep, and Unchain My Heart. 


In case you older Charles enthusiasts haven't incorporated Ray’s pop style into your catalogue 
of Ray Charles information, we highly recommend his first two albums for ABC-Paramount—the 
award-winning Genius Hits the Road (ABC-335) and Dedicated to You (ABC-355); for the newer 
fans, we suggest the Impulse! A-2 album, Genius + Soul — Jazz, for a memorable sample of the 
Ray Charles jazz style that has gained millions of followers over the past several years. 


A few months ago, Sid Feller, ABC-Paramount’s director of artists and repertoire, received a 
telephone call from Ray Charles, who asked for top country and western hits of the past twenty 
years. Completely confused and wondering what possible use Ray could make of such material, 
Sid immediately began collecting songs. The more he thought about Ray's idea, the more excited 
Sid became, and by the time the recording sessions rolled around, he was nearly the most enthu- 
siastic person in the studio. 


The record herein spotlights another side of this multi-talented artist—an unexpected side that 
we're sure most of you have never heard before—country and western songs in the unique Ray 
Charles style! Many people will be surprised at this collection, and a few who insist that a 
singer should never stray from his past accepted material may even be shocked—but everyone 
will be forced to agree that here is a package of consistently fascinating entertainment—and 
after all, that is the goal of an entertainer. 


Some of the best tunes have been sifted from stacks of material collected from top country and 
western publishers. All of these songs will be very familiar to the country and western audience 
—and some of the million-sellers will be known to all of you. Although Ray has performed country 
and western material in the past, his recorded performances are almost non-existent—until now. 
This album was something that he has wanted to do for a long time and he has followed through 
to perfection with the aid of three of the country's topflight arrangers—Marty. Paich, Gerald 
Wilson, and Gil Fuller. 


The Ray Charles performing genius has traveled in many directions—rhythm and blues, jazz, pop 
—and another facet is added to his repertoire as Ray explores MODERN SOUNDS IN COUNTRY 
AND WESTERN MUSIC. RICK WARD 


SIDE ONE Time 


1. BYE BYE, LOVE (arr. by Gerald Wilson) 2:09 
(F. Bryant-B. Bryant) (Acuff-Rose Pub—BMI) 

This popular country hit is given the unique Ray Charles 
treatment, featuring the Raelets, ina swingin’, rockin’ version. 


2. YOU DON’T KNOW ME (arr. by Marty Paich) 3:14 
(C. Walker-E. Arnold) (Hill and Range Songs, Inc.— 
BMI) 

Backed by the soaring strings of Marty Paich, Ray adds his 

own inimitable touch to this great Eddy Arnold hit. 


3. HALF AS MUCH (arr. by Gil Fuller) 

(C.Williams) (Fred Rose Music, Inc—BM1) 

With a tenor sax solo by Don Wilkerson, Ray is backed 
here by brilliant brass and saxes. 


4. | LOVE YOU SO MUCH IT HURTS (arr. by Marty Paich) 3-33 
(F. Tillman) (Melody Lane Pub.—BM]) 

A lovely string introduction sets the stage for Ray’s excit- 

ing vocal. 


5. JUST A LITTLE LOVIN’ (arr. by Gerald Wilson) 3:26 
(Z.Clements-E.Arnold) (Hill and Range Songs, 
Inc.—BM1) 

A big, swingin’ band backs Ray on this memorable Hank 
Williams hit, featuring a tenor sax solo by David “’Fat- 
head” Newman. 


6. BORN TO LOSE (arr. by Marty Paich) 3:15 
(F. Brown) (Peer International Corp—BM1) 

Ray’s blues approach gives this lyric a new meaning with 

the aid of Marty Paich’s exciting strings and a brilliant 
vocal group. 


SIDE Two 


1. WORRIED MIND (arr. by Marty Paich) 2:54 
(J.Davis-T. Daffan) (Peer International Corp— 

BMI) 

In addition to his fine vocal work, Ray’s piano solo in the 
second chorus, makes this an outstanding side in the album. 


2. 1T MAKES NO DIFFERENCE NOW (arr. by Gil Fuller) 3.30 
(J.Davis-F.Tillman) (Peer International Corp— 
BMI) 

Here is an unbelievable rendition by Ray Charles with the 

big band that “walks out’’ at the end. 


3. YOU WIN AGAIN (arr. by Marty Paich) 3:29 
(H. Williams) (Fred Rose Music, Inc—BMI) 

Strings and a chorus back a soulful vocal by Ray Charles 

on this famous Hank Williams ballad. 
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4. CARELESS LOVE (arr. by Gerald Wilson) 3:56 
(Ray Charles) (Tangerine Music-BM1) 

Ray’s own new lyrics point up this old folk melody more 
vividly than you've ever heard it before. 


5.1 CAN’T STOP LOVING YOU (arr. by Marty Paich) 4.13 
(D.Gibson) (Acuff-Rose Publications—BMI) 

Following the opening notes by the vocal choir, Ray takes 

over the beautiful lyric with the electric Charles ‘‘feeling.”” 


6. HEY, GOOD LOOKIN’ (arr. by Gerald Wilson) 2:10 
(H.Williams) (Fred Rose Music, Inc—BMI) 

This is a swingin’, shufflin’ version of Hank Williams oldie, 

with Ray’s fine piano solo highlighting the second chorus. 


Selections 1, 3 and 5, Side One; 2, 4 and 6, Side 
Two recorded at Capitol Studios, New York City, 
February 5 and 7, 1962—Engineers: Frank Abbey, 
Gene Thompson. 

Selections 2, 4 and 6, Side One; 1, 8 and 5, Side 
Two recorded at United Recording Studios, Holly- 
wood, California, February 15, 1962—Engineer: 
Bill Putnam. 

Recording Supervisor: Sid Feller. 
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AARON COPLAND.--A birthday greeting 


Aaron Copland looks to me exactly as he did 
twenty-five years ago. Even allowing for a certain weakness 
that may have developed in my eyes, this is quite a 
remarkable achievement. 

Still boyish, infectiously good-humored, charm- 
ing far beyond the necessity of a successful composer, 
Aaron is senior only in his musical achievements. He is 
America’s most important composer; a prophet recognized 
with cliché-like regularity in every country of the world. 
And Aaron's reaction is always somewhat ‘‘Who, me?’’ to 
all honors or any recognitions of his distinction. This 
characteristic is no small part of his charm. 

Some years ago, he more or less moved to the 
country. Now, | think he occasionally feels that he lives 
in Proustian seclusion, though, in fact, he moves about in 
the city with alacrity and frequency more characteristic 
of a Prince Antoine Bibesco; | think, too, he feels his music 
is severe, when, more often, it is tender; | also think that 
he feels swallowed up by a crowd, when indeed all eyes 
are riveted upon him. 

It is for such charming contradictions as these, 
as well as for his genuine warmth that all of his friends 
love him and wish him a happy sixtieth birthday. 


Goddard Lieberson 


President of Columbia Records (July, 1960) 


In her memoirs, Dance to the Piper, 
Agnes de Mille re-creates her first meeting with Aaron Copland, 
a meeting that led to the creation of Rodeo. Copland was 
brought to her sparsely furnished studio by Franz Allers, the 
conductor. Allers occupied the one chair, Miss De Mille sat on 
the piano bench, and Copland stretched himself across her bed, 
propping his head with chintz pillows and looking as though he 
expected to be amused. The idea of doing a ballet for ‘‘the 
Russians” (i.e. the Ballet Russe de Monte Carlo), whose 
“classical” nineteenth century orientation was so antipathetic 
to his own idiom, was something he approached with some 
skepticism. After Miss de Mille had detailed her plot to him, 
the room was filled with an uncomfortable silence. The composer 
lay on the bed, his eyes twinkling at her behind their spectacles. 
She remarked deprecatingly that it wasn’t Hamlet but that 
it had its points and might well give off what Martha Graham 
(who evidently had read Jung) ‘‘called an aura of race memory.” 
At this bit of solemnity Copland could no longer control his 
sense of the ridiculous; he broke into a great gale of whooping 
laughter. The offended choreographer sat stonily still until 
Copland had recovered himself. But when he then suggested 
that perhaps a ballet about Ellis Island would come closer to 
suggesting ‘‘race memory,” Miss de Mille invited him to go 
to Hades. 

This was hardly an auspicious beginning for a 
successful collaboration, and poor Franz Allers jumped up in an 
alarmed attempt to restore the peace. But something in Agnes 
de Mille’s forthrightness found a response in Copland’s own. 
When he left she felt that they had come to an understanding. 
And she was right, for the composer phoned her the next day 
and told her to put the kettle on, he was coming to tea. 

On October 16, 1942 the first performance of 
Rodeo was an unqualified success. It was a gala event at the 
sold-out Metropolitan Opera House. Many performances since 
then have established Rodeo as a classic of the indigenous 
American dance repertory. In 1945 the composer arranged the 
ballet score as a symphonic suite and it thereupon entered with 
equal secureness into the indigenous American concert repertory. 

The first scene opens with cowboys congre- 
gating for the weekly rodeo. Awkward and tomboyish Cowgirl 
makes a bid for their attention. At first they tolerate her attempts 
to show them that she is as able as they are, but gradually they 
grow bored and annoyed. She is in love with the Head Wrangler, 
and tries to impress him by riding a bucking bronco. When she 
is thrown, everyone laughs at her, including the city girls who 
have come to Burnt Ranch for a dance. The Head Wrangler 
leaves with the Cowgirl’s rival, the Rancher’s Daughter. The 
Cowgirl is seen, as the curtain closes, as a pathetic, lonely figure. 

The second and final scene is preceded by a 
musically unaccompanied square dance. Then a second curtain 
rises to disclose the interior of the ranch. The couples swirl 
gaily by while the Cowgirl, still dressed in her mannish outfit 
of pants and shirt, watches them disconsolately. No one offers 
to dance with her; she even is left out of the community dancing. 


The last stroke occurs when she sees the Head Wrangler and 
the Rancher’s Daughter dancing cheek to cheek. She runs off 
the scene as the dancing continues, but in a short while she 
returns, completely transformed: she has put on a dress, fixed 
a bow in her hair and has proved to the assembled guests 
(who stop dancing to gaze at her in astonishment) that she can 
be as pretty a girl as any in the room. Immediately she finds the 
cowboys competing for her attention. Although the Head 
Wrangler offers to dance with her, she decides to accept another 
cowboy—the only one who had shown some kindness to her 
before she had emerged from the cocoon. 

In Ballet, the Emergence of an 
American Art, George Amberg says, ‘“‘The beauty and 
genuineness of Iodeo reside precisely in the apparent casual- 
ness of its American expression, in the deliberate lightness of 
touch... The gauche little cowgirl is the natural center of the 
action, not simply because she is choreographically placed there, 
but much more because her personality imposes itself . . . All 
the characters, however, are equally clearly sketched with a few 
sure and deft strokes. Aaron Copland’s score has body and 
richness and it is just as genuine and honest and just as un- 
selfconscious in its use of American source material as the 
choreography.” 

The music of Rodeo is divided into four 
sections: ‘‘Buckaroo Holiday,” ‘Corral Nocturne,” ‘‘Honky Tonk 
Interlude and Saturday Night Waltz,” and ‘‘Hoe-Down.” 


* * * * * * * * * * * * * * * * 


Billy the Kid’s baptismal name was William 
Bonney. He was born in—of all places—New York City, but he 
grew up in Silver City, New Mexico, where his mother was the 
proprietress of the local boarding house.-According to an American 
border ballad, Billy ‘‘had a notch in his pistol for twenty-one men” 
before ‘his young manhood had reached its sad end.” As the 
subject of a ballet, Billy strongly caught Aaron Copland’s fancy. 
At the time of the premiere of the suite drawn from the ballet, 
Copland wrote of The Kid, with evident gusto, as ‘‘one of the 
most industrious and generally admired bandits of the South- 
west. He took an active part in the complex series of gun-fights 
known as the Lincoln County War, an affair which became so 
serious that President Hayes was forced to request General 
Lew Wallace to take time out from polishing the final draft of 
Ben Hur, to go to New Mexico as territorial governor, and 
restore order. Wallace tried to make a‘deal with Bonney, but 
The Kid eluded him and returned to his old profession of horse 
thief. Eventually he was captured by Pat Garret, sheriff of 
Lincoln County, tried for murder and condemned to death. He 
made a sensational escape from the sheriff’s deputies, but one 
day was 

‘Shot down by Pat Garret, who once was his friend. 

The young outlaw’s life had now come to its end.’ 
The legendary thrice seven that clings to his name is, alas, only 
legend. He was 31 years old when he died, not 21, and Cunning- 
ham estimates that he could justly claim only eight notches on 
his pistol. (Eugene Cunningham corrects hearsay in his delightful 
anthology, Triggernometry, A Gallery of Gunfighters, 
with Technical Notes on Leather Slapping as a 
Fine Art, Gathered from Many a Loose Holstered 
Expert Over the Years.) A still more improbable legend 
is that Garret did not kill him at all: that he escaped a second 
time and is still alive to this day in Mexico, a hale and hearty 
kid of 83” (that is, in 1942). 

The suite makes use of approximately two- 
thirds of the entire ballet score, which was commissioned by 
Lincoln Kirstein and first produced by the Ballet Caravan in the 
summer of 1938. The score is prefaced by the following remarks: 
“The action begins and closes on the open prairie. The central 
portion of the Ballet concerns itself with the significant moments 
in the life of Billy the Kid. The first scene is a street in a frontier 
town. Familiar figures amble by. Cowboys saunter into town, 
some on horseback, others with their lassos. Some Mexican 
women do a jarabe, which is interrupted by a fight between 
two drunks. Attracted by the gathering crowd, Billy is seen for 
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the first time as a boy of twelve with his mother. The brawl turns 
ugly, guns are drawn, and in some unaccountable way Billy’s 
mother is killed. Without an instant’s hesitation, in cold fury, 
Billy draws a knife from a cow-hand’s sheath and stabs his 
mother’s slayers. His short but famous career has begun. In 
swift succession we see episodes in Billy’s later life. At night, 
under the stars, in a quiet card game with his outlaw friends. 
Hunted by a posse led by his former friend, Pat Garret, Billy 
is pursued. A running battle ensues, Billy is captured. A drunken 
celebration takes place. Billy in prison is, of course, followed 
by one of Billy’s legendary escapes. Tired and worn in the 
desert, Billy rests with his girl. Starting from a deep sleep, he 
senses movement in the shadows. The posse has finally caught 
up with him.” 

Copland quotes (but never literally) a number 
of authentic cowboy songs in this score, including ‘Great 
Granddad,” “‘The Old Chisholm Trail,” “Old Paint’ and “‘The 
Dying Cowboy.”’ The suite draws upon the following sections 
of the ballet: ‘‘The Open Frontier,” ‘‘Street Scene and Rodeo,” 
“Card Game,” ‘‘Billy’s Capture and the Dance of his Captors,”” 
“Lament at Billy’s Death,” and a return to the opening music, 
representing the gradual pushing back of the frontier. 

Leonard Bernstein combines the altogether 
extraordinary talents of composer, pianist, conductor and com- 
mentator, yet it is essentially his imaginative interpretation and 
ability to communicate that earn him a unique status in the 
world of music. 

“Not since Toscanini has the Philharmonic 
played with such togetherness,” wrote Harold C. Schonberg in 
The New York Times. 

During the orchestra’s history-making tour 
of Europe and Russia in 1959, Mr. Bernstein and the Phil- 
harmonic were received with tumultuous ovations by critics, 
public and composers. There were sold-out houses in London, 
“thunderous applause” in Milan, ‘‘cheering and stamping” in 
Stockholm, and comparable demonstrations everywhere along 
the exhausting itinerary. In Moscow, the composer Aram 
Khatchaturian wrote ‘‘the orchestra consists of marvelous 
musicians, many of whom are surely great artists. At the same 
time, their ensemble is wonderful. The timing of the orchestra 
is faultless; listeners are captivated by the purity of intonation 
and the beauty of tone of the solo instruments.” Another critic 
noted that “‘It seems as if music is being born on the stage in a 
vivid artistic surge.” This spectacular tour followed the previous 
year’s brilliant tour of Latin America. 

Bernstein is the composer of such notable 
symphonies as Jeremiah and The Age of Anxiety 
(ML 4325), which was also staged as a ballet, and of the highly 
acclaimed Serenade for Violin Solo, Strings and 
Percussion (ML 5144). For the theatre, he has composed 
Fancy Free (CL 920), one of the most popular ballets of all 
time, the opera, Trouble in Tahiti; musical scores for 
On the Town (OL 5540/OS 2028), Wonderful Town 
(OL 5360/0S 2008), Candide (OL 5180) and West Side 
Story (OL 5320/OS 2001). His score for the motion picture, 
On the Waterfront, was nominated for an Academy Award. 

Recently he has become a best-selling author, 
with The Joy of Music, a series of witty dissertations on 
various aspects of musical thought, including his television 
scripts. Mr. Bernstein continues his series of award-winning 
appearances on television with the New York Philharmonic 
Previews and the Young People’s Concerts. 

Leonard Bernstein made his first appearance 
with the Philharmonic at a historic concert on November 13, 1943, 
when he substituted at short notice for Bruno Walter. It was a 
phenomenally successful debut. Bernstein then launched on 
a busy career as guest conductor leading orchestras in the 
United States and Europe. He was the first American to conduct 
at Milan’s La Scala. For several seasons he conducted the 
New York City Center Orchestra. He was appointed Musical 
Director of the Philharmonic in 1958. In a tenure noteworthy 
for many innovations, Mr. Bernstein has intrigued his audiences 
with programs of engrossing sweep. He has also led the 
Philharmonic on its cultural tours of South America and Europe. 


The selections—published by Boosey & Hawkes, Inc. (ASCAP)—are followed by their timings. Side 1: Rodeo—Buckaroo Holiday—7:02; Corral Nocturne —4:04; Saturday Night Waltz—4:13; Hoe-Down—3:07, Side Il: Billy the Kid—20:23, 
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This Columbia High Videlity recording is scientifically designed to play with the highest quality of reproduction on the phonograph of your choice, new or old. If you are the owner of 
a new stereophonic system, this record will play with even more brilliant true-to-life fidelity. In short, you can purchase this record with no fear of its becoming obsolete in the future. 
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THE NEARNESS OF YOU 
THE NEXT TIME YOU SEE ME 
MALAGUENA 


THE JAPANESE FAREWELL SONG 


Hasegawa Yoshida-Freddy Morgan 


HONKY TONK 
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EARL GRANT 


Ned Washington-Hoagy Carmichael 


Earl Forest-William G. Harvey 


Ernesto Lecuona 


B, Doggett-B. Butler-S. Shepard-C. Scott-H. Glover 


Ollie Jones 


Victor Young-Edward Heyman 


John H. Mercer 


Buddy Johnson 


Earl Grant 
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. you're sure to like these other great VOCALION Long Play albums: 










PEARL BAILEY 


HERE’S PEARL « PEARL BAILEY 

My Ideal « He May Be Your Man 
But He Comes To See Me « Let There 
Be Love, and others. 
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‘Music By The Angels 
Because 


Home On The Range 
dosha Fit D6 Battie G1 Jericho: 





THE AMES BROTHERS Featuring ED 
AMES 

You Are My Sunshine «© Home On 
The Range e Joshua Fit De Battle 
Of Jericho, and others. 

VL 3818 © VL 73818 (SE) 


Nap of ue of 
THENELACHRING 
STAINES 





“THE MAGIC OF THE MELACHRINO 
STRINGS” 

Fascination * Moonlight And Roses 
(Bring Mem'ries Of You) « Waltz Of 
Paree, and others. 

VL 3808 ¢ VL 73808 (SE) 


PETE FOUNTAIN PLAYS 
AND THE ANGELS SING 





PETE FOUNTAIN PLAYS AND THE 
ANGELS SING 

Corrine. Corrina *, Let The Good 
Times Roll * Angel Eyes, and others. 
VL 3803 © VL 73803 (Stereo) 








oreneo 


Ella Fitzgerald 


GOIWDON JENKIN ONCHESITA AND CHORUS 


ELLA FITZGERALD 

| Hadn't Anyone Till You « Baby . 
I'm Gonna Wash That Man Right 
Outa My Hair, and others. 

VL 3797 © VL 73797 (SE) 





THE McGUIRE SISTERS 
Goodnight, Sweetheart, Goodnight 
Something’s Gotta Give « Volare 
(Nel Blu, Dipinto Di Blu), and others. 
VL 3798 © VL 73798 (SE) 





Monks In’ Thee Morgan 


RUSS 
MORGAN 


and his orchestra 


MUSIC IN THE MORGAN MANNER « 
RUSS MORGAN AND HIS ORCHESTRA 
You'll Never Know ¢ Don’t Blame 
Me « I\'m In The Mood For Love, 
and others. 

VL 3792 « VL 73792 (SE) 







SIEVE 
LAWRENCE = 


WALar OOF 
jaa 703 





HERE’S STEVE LAWRENCE 

Makin’ Whoopee e Come Rain Or 
Come Shine © Sunny Side Up, and 
others. 

VL 3775 © VL 73775 (SE) 


aTeREO 


LATIN DANCE PARTY 
Warren Covington : 


and his orchestra 

















HERE’S BRENDA LEE 

Side By Side e Just Because « Pretty 
Baby, and others. 

VL 3795 © VL 73795 (Stereo) 


IT's 
SO GOOD 
EARL GRANT 








IT’S SO GOOD ¢ EARL GRANT 

C'est Si Bon (It’s So Good) © | Love 
Paris ¢ Beyond The Sea (La Mer), 
and others. 

VL 3793 © VL 73793 (Stereo) 


A Many-Sp 
) RAY CHARLES $ 


LOVE IS A MANY-SPLENDORED THING 
THE RAY CHARLES SINGERS 

Love And Marriage © Let's Fall In 
Love « Love Is A Many-Splendored 
Thing, and others, 

VL 3784 © VL 73784 (Stereo) 


LATIN DANCE PARTY e WARREN 
COVINGTON AND HIS ORCHESTRA 
Tequila * Yellow Bird ¢ Never On 
Sunday—Cha Cha, and others. 

VL 3810 ¢ VL 73810 (Stereo) 





so blue 


PEGGY LEE _ 


‘eelogeg: LAST GAT WORN WE WERE YOUNG « EVER ENTERED WT ND 
MY OUD TLAME » PvE GROWN ACCUSTOMED TO M8 TACK TOOLATE now, 





SO BLUE « PEGGY LEE 

Something | Dreamed Last Night « 
\'ve Grown Accestomed To His Face 
¢ Too Late Now, and others. 

VL 3776 © VL 73776 (SE) 






Re a 
ROBERTA SHERWOOD 


svar TUL 

eu HLT AAT To 
aes aT 
LAS ao 

(ULE ox mana v0, 








ROBERTA SHERWOOD 

Your Cheatin’ Heart ©* Tumbling 
Tumbleweeds e Over The Rainbow, 
and others. 

VL 3754 © VL 73754 (SE) 














THE GREAT BUDDY HOLLY 

That'll Be The Day © You Are My 
One Desire © Girl On My Mind, and 
others, 

VL 3811 © VL 73811 (SE) 


Gance (a fhe music of 


WAYNE KING 
HIS SAXOPHONE 
AND ORCHESTRA 


DANCE TO THE MUSIC OF WAYNE 
wey HIS SAXOPHONE AND ORCHES- 
Gigi * A Certain Smile * Return To 
Me, and others. 

VL 3772 © VL 73772 (Stereo) 


HERE’S 


HERE'S EYDIE GORME 

Tea For Two « A Girl Can’t Say « 
I'd Forgotten, and others. 

VL 3708 « VL 73708 (SE) 


LLERISS 
BUDDY 
GRECO 


HERE'S BUDDY GRECO 

Pennies From Heaven e My One And 
Only Love ¢ Lulu’s Back In Town, 
and others. 

VL 3706 © VL 73706 (SE) 





FRED ASTAIRE 

You're Easy To Dance With e¢ So 
Near And Yet So Far e Dearly Be- 
loved, and others. 

VL 3716 


Printed in U.S.A 
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| PERFECTA REPRODUCCION 
EN EQUIPO MONOAURAL 


“ 


| 9 MEJOR DE 


2 


LADO 1 
| 1. PUERTO MONTT 

_ EL TRIUNFADOR 

. CHIQUILINA 

. VA CAYENDO UNA LAGRIMA (Surf) 

. £S LA LLUVIA QUE CAE (E' la pioggia che va) 


. FELICIDAD, FELICIDAD (Felicita, Felicita) 


LADO 2 
1. HACE FRIO YA (Ma che freddo fa) 


a 


. LA LLUVIA TERMINO 

. SOY UN MAMARRACHO. 
. MARIONETAS DE CARTON 
_ CALLA (Beguine) 


. LA JUVENTUD 


4) Con Jorge Calandrelli y su Orquesta 
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CLAUDE BOLLING e 


Musique de la bande originale du film de ele 


E BROCA 1-00 











\ MUSIQUE DE 
CLAUDE BOLLING 


Editions et productions musicales HORTENSIA 7464-39353-1 
ALSO ON CASSETTE 
GABRIEL BOUSTANI et NADER ATASSI présentent 


MARGOT KIDDER - VICTOR LANOUX - IAN CHARLESON - ANDREA FERREOL 


UOT LAM. 






NEN ET UES RIVIERE 
PHILIPPE DE BROCA en A pe MAURICE DENUZIERE 


UNE PRODUCTION DE 


DENIS HEROUX 
JOHN KEMENY 


ADAPTATION ET SCENARIO 


DOMINIQUE FABRE -ETIENNE PERIER - CHUCK ISRAEL 
vec LLOYD BOCHNER - LEN pics eran. HILLY HICKS -CORINNE MARCHAND :: RAYMOND PELLEGRIN 
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GiaA 
ANYBODY HERE Time, 3:18 
HE’S ALIII NEED’ Time, 4:26 


SO GOOD Time, 4:31 
JOY LIKE A RIVER Time, 4:05 


Side 73 

HOW EXCELLENT IS THY NAME _ Time, 3:30 
HELL WORK IT OUT FOR YOU Time, 4:09 

JESUS WILL CARRY YOU THROUGH Time, 4:48 

I'VE GOT THE VICTORY Time, 3:26 


All songs written by JAMES BIGNON 
All songs published by FREEMAN AND COMPANY MUSIC PUBLISHING, 
JAMES BIGNON /SESAC 
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Your efforts and dedication In Sbrewe 
gospel through song has made our union a blessed 
one. Thank you for everything. 


Your Friend and Brother, 


Executive Producer: RON FREEMAN 

Producer: JAMES BIGNON 

Project Coordinator: ALAN FREEMAN 

Keyboards: KELVIN BROUGHTON, REV. KENNETH 
PADEN 

Drums: DWAIN WHITE 

Bass Guitar: RICK CARTER 

String and Horn Synthesizer Arrangements: KELVIN 
BROUGHTON, DARRIN COTTON, JAMES 
BIGNON 

Tambourine (He'll Work It Out For You): MELINDA 
MORELAND 

Additional Lead Vocals (Joy Like A River): Verse 1: 
BARBARA ROGERS, LARRY YOUNG, MELINDA 
MORELAND, Verse 2: EVELYN WHITE, 
CONSTANCE SMALL 

All Songs Written by JAMES BIGNON 


Recorded at: DOPPLER RECORDING STUDIOS, 
Atlanta, Georgia 


Engineers (Music Tracks): MITCH EATON, JOE NEIL 
): JOE NEIL 


PHOTOGRAPRY, Atlanta, Georgia, 

Deliverance — MICHAEL BAKER, Decatur, Georgia 

Wardrobe Consultant: RHONDA SMITH, Marietta, 
Georgia 

Album Cover Design: MELANIE EBERHARDT 


For concerts and workshops contact: 
Angela Garrett (404) 491-7974 


“Wherefore, God also hath highly exalted Him, and given Him a name which is above every name: That at 
ery tongue should confess that Jesus Christ is Lord, to 
the glory of God the Father.” Philippians 2:9-11. 
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CHUCK BERRY: THE GREAT TWENTY-EIGHT 


The master of rock and roll 
with 28 of his greatest hits, 
sequenced and packaged like 
never before — a dynamite 
double album. 

Maybellene/Johnny B. Goode/Roll Over 
Beethoven/Thirty Days/Memphis/Brown- 
Eyed Handsome Man/Nadine/Little 
Queenie/No Particular Place To Go/Reelin’ 
and Rockin'/Almost Grown/Schoo! Days/Oh 
Baby Doll/Too Much Monkey 
Business/Carol/Sweet Little Rock and 
Roller/You Can't Catch Me/Let It Rock/Bye 
Bye Johnny/Round And Round/Back In The 
USA/Beautiful Delilah/I'm Talking About 
You/Havana Moon/Rock And Roll 
Music/Sweet Little Sixteen/Come On/| 
Want To Be Your Driver. 


MUDDY & THE WOLF: MUDDY WATERS AND HOWLIN’ WOLF 





CH8200 


WIZARDS FROM Tkic SOUTHSIDE 








The ‘‘Blues Fathers’’ together 
with their illustrious rockin’ sons. 
Muddy Waters with Mike 
Bloomfield, Paul Butterfield and 
Donald ‘‘Duck’’ Dunn. Howlin’ 
Wolf with Eric Claptori, Steve 
Winwood, Bill Wyman, Charlie 
Watts and lan Stewart. 


All Aboard/Blow Wind Blow/Can't Lose 
What You Ain't Never Had/Walkin’ Thru 
The Park/I'm Ready/Long Distance 
Call/Rockin’ Daddy/What A Woman!/Who's 
Been Talking?/The Red Rooster 
(rehearsal)/The Red Rooster/Highway 
49/Do The Do 


A rockin’ blues party album 
with heavy cuts by Muddy 
Waters, Howlin’ Wolf, Sonny Boy 
Williamson, Little Walter, John 
Lee Hooker and Bo Diddley. The 
Wizards are ready to cast their 
spell. 

Down In The Bottom/Rollin’ ‘N’ Tumblin’/ 
Walkin’ The Boogie/Evans Shuffle (Ebony 
Boogie)/Mellow Down Easy/Evil/Still A 
Fool/Hate To See You Go/| Ain't 
Superstitious/She's Mine, She's Fine/Just 
To Be With You/I'm A Man/Bring It On 
Home/Mannish Boy 


THE DELLS 








SUGGESTED CUTS FOR PROGRAMMING AND IN-STORE PLAY 


CHESS RECORDS have never sounded better. They have been mastered on 
state-of-the-art equipment using the original session tapes. 


A glittering collection of the 
Dells’ greatest sides. Aimed at 
today's market, the album 
includes Stay In My Corner, Love 
ls Blue, Oh What A Night!, and 
Give Your Baby A Standing 
Ovation. 

There Is/Oh What A Night!/Love Is Blue (I 
Can Sing A Rainbow)/Always Together/Stay 
In My Corner/Bring Back The Love Of 
Yesterday/The Love We Had Stays On My 
Mind/| Wish It Was Me You Loved/My 
Pretending Days Are Over/Open Up My 
Heart/Give Your Baby A Standing Ovation. 


ARETHA FRANKLIN: ARETHA GOSPEL 


RAMANA 


AAA 


Anthu 
Gospel 


CH8500 


Aretha’s first record, the 
historic CHESS album recorded 
when she was only 14 years old: 
gospel favorites sung with a raw 
emotional intensity. Its re-release 
now is perfectly timed, since 
gospel has never been bigger 
and Aretha’s name is as strong 
as ever. 

There Is A Fountain Filled With 
Blood/Precious Lord (Part One)/Precious 
Lord (Part Two)/You Grow Closer/Never 
Grow Old/The Day Is Past And Gone/He 
Will Wash You White As Snow/While The 
Blood Runs Warm/Yield Not To 
Temptation. 


JOHN KLEMMER: BLOWIN’ GOLD 


CH8300 


blowin’ gold 
john 


Klemmer 





The classic fusion album that 
has defined the course of jazz- 
rock since 1970. A 2-record set 
that includes the complete 
“Blowin Gold’ album plus John's 
finest work from ‘Eruptions’ and 
“All The Children Cried” 
Excursion/My Love Has Butterfly Wings/My 
Heart Sings/Hey Jude/Third Stone From 
The Sun/Free Soul/Children Of The Earth 
Flames/Summer Song/Rose Petals/A Mon 
Frere Africain/Gardens of Uranus/All The 
Children Cried/Here Comes The Child/! 
Whisper A Prayer For Peace/Pulsations Of 
A Green Eyed Lady/Journey’s End/La De 
Dah/Soliloquy For Tenor And Voice. 


SIDE ONE 


MAYBELLENE Chuck Berry 
2:20 

Chuck Berry—Guitar and Vocal 
Johnny Johnson—Piano 

Willie Dixon—Bass 

Jasper Thomas—Drums 

Jerome Green—Maracas 


The Great Twenty-Eight 


LITTLE QUEENIE Chuck Berry 
2:40 

Chuck Berry—Guitar and Vocal 
Johnny Johnson—Piano 

Willie Dixon—Bass 

Fred Below—Drums 


ROCKIN’ DADDY Howlin’ Wolf 
3:40 

Howlin’ Wolf—Vocal 

Eric Clapton—Lead Guitar 

Steve Winwood—Piano and Organ 

lan Stewart—Piano 

Hubert Sumlin—Rhythm Guitar 

Bill Wyman—Bass Guitar 

Charlie Watts—Drums 


Muddy & The Wolf 


V?'M READY Muddy Waters 
3:35 

Muddy Waters—Guitar and Vocal 
Otis Spann—Piano 

Michael Bloomfield—Guitar 

Paul Butterfield—Harmonica 
“Duck’’ Dunn—Bass Guitar 

Sam Lay—Drums 


Muddy & The Wolf 


SHE’S MINE SHE’S FINE Bo Diddley 
2:42 

Bo Diddley—Guitar and Vocal 

Billy Boy Arnold—Harmonica 

Jerome Green—Maracas 

Frank Kirkland—Drums 


EVIL 
3:01 
Howlin’ Wolf—Vocal and Harmonica 
Hubert Sumlin—Guitar 

Jody Williams—Guitar 

Otis Spann—Piano 

Willie Dixon—Bass 

Earl Phillips—Drums 


SIDE TWO 


OH WHAT A NIGHT! 
3:59 


Howlin’ Wolf Wizards from the Southside 


The Dells 


GIVE YOUR BABY A STANDING OVATION The Dells 
413 


PRECIOUS LORD, PART II 
2:50 
Aretha Franklin—Vocal 


Aretha Franklin 


WHILE THE BLOOD RUNS WARM Aretha Franklin 
3:02 
Aretha Franklin—Vocal 


MY LOVE HAS BUTTERFLY WINGS 
3:50 

John Klemmer—Saxophone and Electronic Hom Effects 
Richard Thompson—Piano and Organ 

Pete Cosey—Guitar 

Phil Upchurch—Bass 

Morris Jennings—Drums 


John Klemmer 


SOLILOQUY FOR TENOR AND VOICE John Klemmer 
ISS? 

John Klemmer—Saxophone, Wood Flute and Echoplex 

Richard Thompson—Keyboards 

Art Johnson—Guitar and Echoplex 

Wolfgang Melz—Electric Bass 

Bob Morin—Drums 

JACKET MADE IN CANADA 


CHESS RECORDS, A Division of Sugar Hill Records, Ltd, Manufactured by Sugar Hill Records, Ltd.,96 West Street, Englewood, New Jersey, 07631 
All Rights Reserved. Unauthorized duplication is a violation of applicable laws. Jacket made in Ganada. 
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EL CAFETERO 


(Henry Nelson y M. Loubet) 


_ CUMBIA SABROSA 


(Bernardo Blanco) 


CUMBIA CARIBE 


‘ / j 
Vi 
==, (Lucho Campillo) 


LA CUMBIA ES UNA MUJER 


(Orlando Pefaranda) 


LUCY ABUCHAIBE 


(Rafael Machuca) 


LA CUMBIA DEL SR. VELA 


(Senén Palacios) PREDISA 


CON UN CLAVELITO 


(Loubet - Castellon - Cabrera) 
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Lado B 
EL LLANTO DEL PESCADOR 


(Alberto Ramirez) PREDISA 


POR LA MADRUGA 


(F. Mayo) 


LA NOVIA DE LOS KISS 


(H. Nelson y M. Loubet) 


CUMBIA DEL CLARINETE 


(Abraham Gonzalez) 


DISCULPAME 


(Alejandro Jaen) EDIMUSA 


CUMBIA MIA 
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JUAN V7.\ 8B) 4 -La Segunda del Cafetero- 


(Senén Palacios) PREDISA 
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Who Put The Bomp?* : The Oogum Boogum Song 
e BARRY MANN e BRENTON WOOD 


rtesy of MCA Recor urtesy of Double S 


Dum Dum : Ya Ya* 
e BRENDA LEE ° LEE DORSEY 


urtesy of MCA Records, Ir nse from Arista Record 





Rama Lama Ding Dong* ~ Iko |ko* 


° THE EDSELS- ° THE DIXIE CUPS 


ames D. (Jimbo) Maderitz 


he ee Pane one aT (La La) Means | Love You* 
e THE DELFONICS 


ines Wooly Bully 
Een Movi Ye SAMTHE SHAM& THE 
” “The Rintone apes by cout ee p85) PHARAOHS 
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SIDE A 
John Denver 
(From the “JOHN DENVER” album —AQL1-3075) 
DOWNHILL STUFF 
WHAT’S ON YOUR MIND 
JOHNNY B. GOODE 


Evie Sands 
(From the “SUSPENDED ANIMATION” album—AFL1-2943) 


GET UP 
KEEP MY LOVE LIGHT BURNIN’ 


SIDEB 


Enchantment 
(From the “JOURNEY TO THE LAND OF ENCHANTMENT" album — 
BXL1-3269) 


FUTURE GONNA GET YOU 
I WANNA BOOGIE 
Evelyn “Champagne” King 
(From the “MUSIC BOX” album —AFL1-3033) 
MUSIC BOX 
LET’S START ALL OVER AGAIN. 


SIDE C 
Bonnie Tyler 
(From the “DIAMOND CUTS” album—AFL1-3072) 
MY GUNS ARE LOADED 
BABY I JUST LOVE YOU 


Max Demian Band 
(From the “THE MAX” album — AFL1-3273) 


HAVE A GOOD DAY 
HIGH SCHOOL STAR 


SIDE D 


Gichy Dan’s Beachwood #9 
(From the “GICHY DAN’S BEACHWOOD #9” Album—AFL1-2938) 


LAISSEZ FAIRE 
LADY FROM THE CARIBBEAN 
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| — new theme voiced by a clarinet trio. Suddenly a third theme appears and Joe’s playing a jaunty piano solo 


















Coon - Joe Sanders 
\L NIGHTHAWK ORCHESTRA 


ee: “BLAZIN” (1927-1928) 
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INTERMISSION 
BR-146 


At the end of 1927 the Coon-Sanders Orchestra, as it was now called on record labels, rode the crest 
of a wave. By the first recording date heard on this album (vol. 3 of 6), the band was enjoying a winter 
season broadcasting several nights each week from Chicago’s Black Hawk Restaurant (their winter 
headquarters). They had just finished a punishing summer tour, playing 86 cities in four months. For this We apologize for his name being omitted from Volume Two. 

‘Tigorous work schedule, the band was compensated handsomely. The orchestra collected for each engagement 
~ $3500 or 80 per cent of the gate, whichever was greater. The strain of constant travel was relieved somewhat this project possible. 
~ by the comfort of their own special train cars as rails took them across Illinois, Missouri, Nebraska, Kansas, 
|} Jowa' and Minnesota. 
_ Now, the band’s shows on WGN were bringing them profitable exposure while they, made $125 per | 
member weekly for playing the restaurant gig. In 1928, Florsheim Shoes began sponsoring broadcasts, PERSONNELS: 
/ and the orchestra was delighted to receive an additional $50 per man, just for playing on the air! 

~~ Florsheim added a special one hour Sunday broadcast to advertise the firm’s entry into ladies’ shoe sales. — ‘Side One 
On this show Joe and Coonie, performed without the band, introducing a new song by Joe each week. 
2 “Some were titles like INTANGIBILITY, SPARKS, and SOUTHOLOGY, ambitious entries into the realm 
of the ““serious’’ modern compositions typified by Rube Bloom’s popular N10) 8 1 0l0) Op a Werte titel 
‘others elevated Joe into the echelon occupied by the more respectable pop song writers. A folio edition 
oo bhing many of these songs is available today in scores for symphony orchestras. 


1989; before this series could be completed. 





i “LITTLE ORPHAN ANNIE (not the theme of the 30’s radio series), HAROLD TEEN and SITTLIN’ AND’ 
* WHITTLIN’ will be on volume four. Joe considered himself a better composer than lyricist, and probably 


ai, Same personnel. May 29, 1928. 
% he was Telieved to write the contemporary and semi-classical music, which spared him the need to add lyrics. 


_on/a generation of arrangers, including Glenn Miller. i ie 
LA he last two of Joe’s stomp tunes, 1s VV OCG) ITU CO) NESEY el) 3) O-VA WIE Teo te gM Ute latter compares 
* interestingly with Fletcher Henderson’s version cut a year later. Its young arranger, Benny Carter, obviously * 





‘Same: personnel. June 27, 1928. 


continuity to an arrangement full of abrupt contrasts. A stop-time alto, a trumpet solo, then off with a ° : 

Same personnel. June 29, 1928. 
| backed by very soft muted brass. A wonderful arranging detail, it is the very essence of potted-palm nostalgia, _, 
'), and the'feeling is magnified in the sugary, bouncing sax section which follows. The whole piece is almost 
! a parody of 20’s dance band arranging, with its intense perios flavor. ks 


! i , Coon-Sanders treatment makes theirs the definitive versions. Some of them, like TOO BUSY, STAY OUT 
ta ’ OF THE SOUTH, and IS SHE MY GIRLFRIEND? (with its full chorus of good-humored trumpet vs. 
|_| baritone sax) exude a bright up-tempo optimism. Others, like READY:.FOR THE RIVER, DOWN WHERE 


ia ‘are delivered sincerely and with a certain wistful charm. 












. ay. 
| HERE COMES MY BALL AND CHAIN was rejected by other bands, but was turned into a Coon- ~ 


hythm Kings, This seldom-heard session includes the otherwise unrecorded WHEN YOU’RE SMILING / ah “a 
| and DUSKY STEVEDORE (with vocals by Harry Maxfield), an onjginal stomp called SKINNER’S SOCK, __ Same personnel (as December 14, 1927). November 20, 1928. 
j i a reprise of HALLUCINATIONS. © Rp 4 bie i P i j : 


) The musicians heard on this album were all well polishe and anivy knit together - experts at their 




























fame before’ changing musical styles began to ; 


by; ihe recordings in this album define what fea 
[? } , : Ally 
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f 20's dance music was all about; 
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We wish to thank the following collectors who have contributed to this project: Leonard Schwartz, Steve 
Smith, Steve Lavine, Steve Hester, Charlie Rasch, Paul Burgess, ChetMyers, Ed Polic, and Stan Hester. 
At this time we wish to issue a special thank you to Harvey Rettberg for his contribution to this project. 
And a special thanks to Trudy Sanders and John Coon for their permission and cooperation in making 


We would like to dedicate this album to Gertrude “Trudy’’ Sanders who passed away on April 18, 


~ Carlton Coon-d-v-ldr; Joe Sanders-p-v-ldr; Bob Pope & Joe Richolson-t; Rex Downing-tbn; Harold Thiell 
& John Thiell-cit-as; Floyd Estep-clt-ts; Russ Stout-bj; Elmer Krebs-bb. December 14, 1927. 


)\ conte 1. HALLUCINATIONS (instrumental)... ...............2200-00-0e cee eece ee eeeeseseeseeee BRIS) 

ie Dung 1928 Joe also published five popular song hits: BELOVED and LITTLE ORPHAN ANNIE ‘2. STAY OUT OF THE SOUTH - vCarlton Coon & Joe Sanders......- Ms Aiton ot etna 3:20 
|. !-withilyricist Gus Kahn, plus HAROLD TEEN, SITTIN? AND WHITTLIN’ and WHAT A GIRL! WHAT 3. IS SHE MY GIRL FRIEND? - vJoe Sanders......... DGC ob Bb an GRR Sune 2k bas 3:20 
} i AINIGHT! with words and music by Joe. WHAT A GIRL as Joe’s biggest hit and it appears on this album. iN) é ; 


{wa ” 4, READY FOR THE RIVER - vJoe SandefS ........000000eee-0000veeeeeeees Wises Boe 
eae He also did all the arrangements for the band. Other bands listened to his charts, giving life to his influence! PO) 5 U0) 0195 7-01) 20) IDEA - vCarlton Coon & Joe Sanders ........................... 3:13 - 


. | Kept some of Joe’s ideas. HALLUCINATIONS opens the LP, showing off the full Coon-Sanders bag of 6. TOO BUSY! - vCarlton Coon ........2..000e00e0e eee. ot RSE ae. See ,-3:01 ~ 


4 i. ‘tricks. Three related melody strains each include the rhythmic phrase repeated in the ‘trumpet intro, lending i, BLAZIN’ ‘(instrumental)).....25. 6.0 ce eek Sees: Ree ote eee ee eee « 2:53. 


LOUISIANA RHYTHM KINGS: Carlton Coon-d-ldr; Joe Sanders-p-ldr; Bob-Pope & Joe ti 


Region i & 
a i @ I Rex Downing-tbn; Harold Thiell'& John Thiell-clt-as; Floyd Estep-clt-ts; Russ Stout-bj; Elmer K bs-bb; x 
| THE SUN GOES DOWN, and SMILING SKIES, while written with a sense of yaudevillian nee ‘ Harry Maxfield-v. August 13, 1928. . ey ' ' \ 


; , ‘ 1. WHEN YOU’RE SMILING - vHarry Maxfield.......... MAAcso oOo dso Ghd ooo Kc ashe S ER esy/ 

_ Sanders¢rademark with the performance given here. For a while, contracts required the band to play it 2. DUSKY STEVEDORE - vHarry Maxfield .......................-.-- Mapocogw ark a vee) 

| _ [atleast once a night. Joe Pe used the tune after Coonie’s death with his own band up until its demise in 1952. 3. HALLUCINATIONS (instrumental).................... a aoe fake Aira teostiont ES 3:01 
| |. Of special historical interest are all four issued sides made by the band moonlighting as the Louisiana 


4. SKINNER’S SOCK (instrumental) ..........0. 00.00 ccc bce e cece ere ceeeeeeee Pye fev -. ©2:46 


\ 


_ 5. MY SUPPRESSED DESIRE - yCarlton Coon ........ccececsececececevevene eek 3028 


ee a the vocals by the band’s leaders were performance highlights and quite original within 6. WHAT A GIRL! WHAT A NIGHT! - vJoe Sanders ........0.00 6c 0ceee ese s ee ene ees 3:00 
ihe genré. But all the soloists also display identifiable personalitids, Specially the ever-present Bixian trumpet ( py i | ie 
4 ae Pope. Trombonist Rex Downing also shines, whe ther jamming in a relaxed Bill Rank manner, Same personnel. November 27, 1928. i ye 
ar blowing stfaight melody with a tone that envelopes the/listener like’a thick fog. Note the richness of a i ats Mi: 
| detail added y brass bassist’Elmer Krebs. His susta' ned notes add:depth to the brass ensemble parts, and 7, SMILIN’ SKIES - vCarlton Coon ..............00e Mecr atte) ae SA See io geklt 
aa often abandons the com-pahs to float along wit the mefody line’ or play a short.break, 8. HERE COMES MY BALL AND CHAIN = vJoe Sanders 2... .... 00.0 ccc ccc ec cece ce es see hls 
| This ts) the Coon-Sanders Orchestra at the height Of it f PA ise! tat ri gga Diu ire os Cotes nme ae 





8. DOWN WHERE THE SUN GOES DOWN - VJoe Sanders............................- 3213 _ x 


jj — This flavor is everywhere on the pop tunes, most of which were also recorded by other artists. The SS) (CM WYZt) 
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JOSE OCTAVIO 
Con Los Nietos 


Side A 
1. UNA VIEJA CANCION (CURRI-DALLA/EMMANUEL)—4:01 
2. AMOR QUE MATA (ALVARO TORRES)—3:39 
3. MI COMPLICE (JOAN SEBASTIAN)—3:47 
4, ADICTO(ALVARO TORRES)—3:41 
Side B 
1. DEBO HACERLO (JUAN GABRIEL)—4:36 
2. DOQUIERA ESTAS TU (JUAN GABRIEL)—3:51 





3. SOLO IMPORTAS TU (FRANCO DE VITA)—4:07 
4. CHEVERE (OMAR ALIANO)—4:29 


Productor Ejecutivo: Ralph Mercado 
Productor: Chery Jimenez 
Fotografia: Raul Cubillas 
Estudio de Grabacion: EMCA 
Mezcla: July Ruiz, Sammy Velasquez, Santiago Veloz 
Arreglos: Sonny Ovalle 





Ralph Mercado Management Corp. 
1650 Broadway Suite 1206 
New York, NY 10019 
Tel. (212) 541-7950 
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Para Contrataciones 
{ 

® © 1988 RMM RECORDS, CORP., 1650 BROADWAY, SUITE 1206, N.Y., N.Y. 10019 RMMLP 1670 : 
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SANGRE 

— LA BEBA DE LA CASA 
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LADO: A 


AHORA VUELVO YO 
JAIMITO EL VIVO 
COLGADA 
A SILLA CARIOCA 
CLIENTE ANTIGUO 
L BORRACHO 
AS ROCAS 
EL BARCO DE GUERRA 
EL TOMBO EMPENOSO 
EL MARICONCITO 
LA LLAVE DE MI CUARTO 
HERMANA 
ASADA INFIEL 





MUSIC SHOP S.A. se complace en presentar al humorista de moda. . . 
“MIGUELITO BARRAZA”, que actualmente brilla por su calidad en 
el programa televisivo Humor Redondo, considerado por la critica 
especializada como uno de los mds jovenes valores en el género. Las 
excelentes virtudes de este gran comico ya la conocemos a-través de 
sus diferentes actuaciones. 

En este primer Long Play que realiza para nuestra productora discografica 
hace gala de su mejor repertorio humoristico, con sus mas graciosos 
chistes y ocurrencias, 


Cd FU) VAY: \Ol « (O07. 
& 


MUSIC SHOP S.A. Productora y Distribuidora Fonografica 
Jr. Moquegua 718 - Of. 602 - TIf. 232637 - Lima 1 - PERU 
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LADO: B 


AMALIA BATISTA 

EL AMIGO RECONTRADURO 
EL LORITO 

PURA SANGRE 
EL-CONCURSO DE MARICAS 
LA CIRUGIA AL COCODRILO 
LA BEBA DE LA CASA 

EL CANTANTE DE TANGOS 
EL ESPANOL COCHINITO 
GRASA EN LA SOGA 

EL GRILLO 

LA CUMPARSITA 
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RIQUEZ ysu comBO 





NELSON 


Trompetas: EL BARRANQUILLERC 

A (O}) <p .9-W 7-0 2) O_O: WON (6) 

JOSE “CHEO” RODRIGUEZ ee Tee * 

Bass: - | f 

OSCAR JAIME SARRIN RECUERDO TUYQ 

eee aman ee, TIEMPO Y DISTANCIA 
| Percusion: : ESQUINA DEL foy-N Ce) \ AVA 3542) 3 
mr (0) :Xe) M0) 0) In y 3) :X0) ; : 

NEPTARIO FARIA %} | 





NELSON HENRIQUEZ .- 





Vocal: 
ees HENRIQUEZ ZAGUATE CUMBIA 
HECTOR HURTADO . ; OYE MORENITA 
_ NELSON HENRIQUEZ } i . EL PERGAMINO 
NE ERONIMENRIOUEZ 7 | oe i as” FIESTA EN MONTERIA 
Produccion: I Dea pags ies PA’ CARTAGENA 
NELSON HENRIQUEZ Ala ais Fee MES a le ae Ml NAVIDAD 
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LADO 1 

1. CIEGO POR TRES DIAS - AGUINALDO 

2. NO CAMBIO A MI PUERTO RICO - SEIS 

3. ESTRELLA DE ORIENTE - AGUINALDO 

4. ENSALADA DE INGLES Y ESPANOL - SEIS 
5. LO QUE NO PUEDE PINTARSE - MAPEYE 
6. FELIZ ANO NUEVO - AGUINALDO 


RAMITO 
EL CANTOR DE LA MONTANA 


CONTENIDO 


LADO 2 


JESUS AMOROSO - AGUINALDO 

. SENTENCIA DE MUERTE - SEIS 
EXPERIMENTO - MAPEYE 

PUERTO RICO ES UN DIAMANTE - SEIS 
VIVA PUERTO RICO - PLENA 

FELICES DIAS - AGUINALDO 
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Guaracheros ALP 1478°* 
De Oriente Vol. 4 





Bley 


Las 3 Guitarras ALP 1491° 
Papeles Viejos Vol. 9 


*Obtenibles En Esteveo 
**Compatibles 





Vinicio Franco 
Merengues 


Gilberto Sextet 


Vinicio Franco 
Merengues 


ALP 1480* 


Vol. 2 





ALP 1486° 





ALP 1493 
Vol. 3 





®and©® 1973 ANSONIA RECORDS, INC 
802 COLUMBUS AVENUE 
NEW YORK, NEW YORK 10025 





Cortijo Trio Vegabajeno 





J. Rodriguez ALP 1487 
Trio Vol. 13 


Agustin 
Magaldi Jr. 


SRO 


SES 


‘Sreaernaan 


Trio Vegajabefo ALP 1494 
Sigamos Pecando Vol. 2 


Ramito 
Santeros 








ALP 1482* 





ALP 1488** 


Ratio 





ALP 1495* 





Luis Kalaff 





Vol. 1 Merengues Vol. 2 
DANZAS 


Rafael: Alors 
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Chavales ALP 1496° 


Vol. 12 


de Espaiva Vol. 4 





Ramito 
Acontecimientos 





Julita Rose 
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SALP 1513 


VOLUMEN 13 





ALP 1490°* 
Vol. 10 


ALP 1497** 
No Me Escribas Vol. 6 


Printed in U.S.A. 
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‘ ss FOI ~ DEUS 
- ss COIMBRA | 
ARRAIAL DE SANTO ANTONIO 
LISBOA ANTIGA 
NEM AS PAREDES CONFESSO 
LISBOA A NOITE 
SAUDADE VAE-TE EMBORA 
Al MOURARIA 
ALFAMA 
UMA CASA PORTUGUESA 
TUDO ISTO E FADO. 
CANTIGA DA RUA 


HI-FI-2075 












O MAIOR PROGRESSO EM SOM DESDE QUE A_ ALTA FIDELIDADE FOI INVENTADA 





Marcha Rancho 


UM TOQUE BRASILEIRO NOS GRANDES SUCESSOS 
DE PORTUGAL 


GILDA VALENCA 


Capa de JOSELITO — Foto de MAFRA 





Face A: 


FOL DEUS 
COIMBRA 


ARRAIAL DE SANTO ANTONIO 


LISBOA ANTIGA 


NEM AS PAREDES CONFESSO 


LISBOA A NOITE 





MASTERPIECE - MUSIDISC: 





Rua da Lapa, 120-12.° (Sede Propria) 








Quando veio até o Brasil, contratada que fora pela Emprésa Walter Pinto, 
Gilda Valenca ja era uma artista vitoriosa em sua terra. Lisboa, que primeiro a 
aplaudira, outro remédio nao teve senao consolar-se de perder para a terra 
brasileira a cachopa graciosa e de linda voz em cuja boca o fado redobrava de 
encanto e de beleza. E como Gilda gostou do Brasil e o Brasil adorou Gilda, ela 
por aqui foi ficando e por aqui vai ficar, cada vez mais querida por todos nos, 
como cantora, como atriz, no radio, no teatro, na TV, por toda parte e a todo 
tempo. 


Casa Portuguésa foi o grande, o tremendo sucesso de Gilda Valenca, can- 
tada e.,assobiada por todos os cantos e quadrantes, recebendo, inclusive, essa 
forma definitiva de-consagracao que é€ o servir de motivo para a gaiatice das 
parodias. Mas a versatilidade do talento da graciosa lusitana levou-a a obter 
um outro grande triunfo. E Julio Dantas, por certo, nao tera imaginado uma 
“Severa” mais sedutora e mais perfeita do que aquela que Gilda viven na 
televisao 


Cada disco lancado pela notavel artista, e éles foram varios, tem resultado 
sempre num éxito marcante. Este que aqui temos, oO primeiro que ela grava 
para a Musidisc (de onde é agora exclusiva) tem tudo para dar prosseguimento 
@ sequéncia de vitoria, e até mesmo de modo ainda mais brilhante. Os maiores 
sucessos da musica popular portuguésa, tao cara ao nosso ouvido, aqui desfilam. 
na interpretacao magnifica dessa portuguesinha fascinante, trazendo-nos toda 
a incomparavel docura e toda a suave meiguice que mora na alma do povo 
nosso irmao. 


Das doze faixas que compdem o album, oito tiveram o seu andamento trans- 
portado para o ritmo de marcha-rancho, e sao: Coimbra, Ai Mouraria, Lisboa a 
noite, Tudo isto é fado, Lisboa antiga, Foi Deus, Saudade vai-te embora e Nem 


as paredes confesso. Os quatro numeros restantes — Casa Portuguésa, Cantiga 
da rua, Alfama e Arraial de Santo Antonio — sao apresentagos em seu ritmo 
original. 


Cumpre assinalar, também, ‘a participacao do famoso conjunto, exclusivo 
Ga Musidisc, a Lira do Mestre Lula, tao apreciada do publico atraves de gra- 
vacodes anteriores, e que, no presente LP, recebe o refOrco de um grupo de 
coristas, completando a parte vocal. 


Um excelente disco, sem duvida éste que marca a estréia de Gilda Valenca 
n aetiquéta de Nilo Sérgio. Que venham outros! E o que ha de dizer o publico 
depois de se deliciar em aqui ouvi-la. 
Sebastiao Fonseca 


Face B: 


SAUDADE VAE-TE EMBORA 
AI MOURARIA 

ALFAMA 

UMA CASA PORTUGUESA 
TUDO ISTO E FADO 
CANTIGA DA RUA 





— Rio de Janeiro - GB @ Rua Gusmoes. 662 - Sao Paulo 
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Side B 


1. Jesus Is Coming 

2. Nothing But The Bloc 
3, Light OF Jesus 

4. Inna Dif Yah ee 

wt Hallelujah Medley 
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CARA A 


4. Guitarra (Mari Trini Pérez Miravete) 2:55 

2. El alma no vendere (L.E. Aute) 3:13 

3. Ni nada ni nadie (Mari Trini Pérez Miravete) 2:08 

4. Si no te vas con la tarde (Mari Trini Pérez Miravete-C. A. Quijada) 2:40 
5. No sé qué pasara (L.£. Aute) 3:20 

6. Algo asi (Juan Carlos Calderén) 3:02 








CARA B 


1. Ne me quitte pas (J. Brel) 3:58 

2, Decir (Patxi Andion-J. C. Zamboni) 2:25 

3. Cancion Vieja (Patxi Andion) 2:33 

4. Viento (Mari Trini Pérez Miravete) 2:43 

5. Un hombre camina (Mari Trini Pérez Miravete) 2:25 


6. Daniel (L. £. Aute) 3:35 También | STEREO 8 EP8S 5529 
en | CASSETTE 602 
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Tracks #1, 2 &11; Wyaz Malcolm and Charles Sinclair (Corner Stone, 
Track #4; Eddie ae Tracks #5 & 10 Bevin Jackson (Producer) 
"Jah I racks #8, 9 &12; ea 'H Producer). 
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Tracks #1 & 11; (Copyright Control): (Melody fror 
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SPECIAL THANKS To the fol following additional Musicians: 
Sly Dumbar and Robbie Shakespeare, Fire House Grew (Drum & 
Bongo Herman (Bongo & Congo Drums) - Tony Campbell & Wyz 


BACKGROUND VOCALS: 
TRACK #2 ; Sangie Davis & Glen Washington.» Tracks #1, 2; & 11; Ryan Baily & Latoya esniond + Track #3; Alton Ellis & Leroy Brown + Tracks #4 & 6; Dean Frazier. 
ee # 3, 5, 7,9, & 10 Lorraine Scott, Marcia English’& Friends: 


Ly Reid (Bass) + Rev., Trumpet * Dean Frazier, Richard "I-Sax" Howse (Horns) 
slandes, Bernie Pitters, Wyz Malcolm (Keyboards). 
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SIDE 1 


1. ON GREEN DOLPHIN STREET 
(Bronislaw Kaper/Ned Washington) 
(Leo Feist, Inc. ASCAP) 


N 


MEAN TO ME 
(F. Ahlert/R. Turk) 
(Pencil Mark Music, Inc., ASCAP) 


3. LOVER MAN 
(Ram Ramirez) 
(MCA, Inc., ASCAP) 


SIDE 2 


1. SOUTH SIDE SAMBA 
(Benny Carter) 
(Bee Cee Music ASCAP) 


2. | THOUGHT ABOUT YOU 
johnny Mercer/Jimmy Van Heusen) 
(Mercer Music ASCAP) 


3. Out OF NOWHERE 
johnny Green/Ed Heyman) 
(Famous Music Corp. ASCAP) 


4. TAKE THE “A” TRAIN 
(Billy Strayhorn) 
(Tempo Music ASCAP) 





Benny Carter, alto sax 
Richard Wyands, piano 


Lisle Atkinson, bass 
Al Harewood, drums 





Benny Carter’s triumphal stand at Carlos |, the master is 

again in splendid form. The informal setting (the two 
discs comprise Carter's very first recordings in a nightclub) 
sheds new light on the art and craft of this truly amazing 
man of music. 


[: this second volume of live performances culled from 


For one thing, we learn that Carter's remarkable sense of 
form and structure is not calculated but inherent and 
informs even his most spontaneous and impromptu 
playing. A Carter solo is never a mere string of choruses 
but a musical statement with its own logic and continuity. 
His ability to “clinch” choruses, to link them seamlessly, 
shows that he’s always thinking ahead and not merely in 
terms of four, eight or twelve bars at a time. And this is so, 
even though the creation of beautiful, memorable and 


_—————— eee 


always highly personal phrases is another key aspect ot his 
fertile imagination, as is his seemingly innate gift for 
melodic invention. 


Thus we can hear that Carter the great improviser is one 
and the same as Carter the great composer-arranger. In his 
case (but not in that many others), “spontaneous 
composition” is indeed a justifiable synonym for 
“improvisation.” Examples abound here, but a particularly 
fine one might be his five choruses on “Take the ‘A’ Train,” 
a joyous ride on a track that sounds anything but worn in 
these good hands. Ideas just keep pouring forth, including 
some fresh riffs, and the whole long solo is as inventive 
rhythmically as melodically and harmonically. And not so 
incidentally, Carter turns on his fellow players; pianist 
Richard Wyands outdoes himself on this piece. 


Another masterpiece in a different mood entirely is 
“Lover Man” (like “‘A’ Train,” Carter's first recording of a 
great standard in a quartet setting). Somewhat ironically, 
this tune has become identified with Charlie Parker, who 
justifiably felt that his first recording of it should not have 
been issued. Carter first distills the essence of Ram 
Ramirez's lovely melody, then goes on to create enhancing 
variations, never choosing a note—no matter how 
audacious—that doesn’t fall just right on the ear. After 
solos by Wyands (who draws a chuckle from Carter when 
he quotes “When Lights Are Low”) and bassist Lisle 
Atkinson, Carter returns with more luminous ideas, 
culminating in a spectacular cadenza (breathtakingly 
virtuosic, yet pure music, not technique for its own sake) 
that, though he gently cues them back in, leaves his 
accompanists transfixed. (In a studio session, the ending 
would have been remade, thus robbing us of the very 
human aspect that is the strength of live recording). 


“Mean to Me,” a standard that somehow managed to 
escape Carter's discographical net until now, nonetheless 
seems tailor-made for him. He treats it lovingly, 
redesigning it, parsing it his way. I’ve always been 
particularly entranced by Carter’s bridges (or channels, or 
releases; whichever you prefer) on AABA-structured tunes; 
he’s a past master at building these contrasting passages, 
and never repeats himself. Here, each bridge is a little 
jewel—even the half-bridge he creates in the exchanges 
with drummer Al Harewood. A musicologist could (and 
someone should) do a dissertation on Carter's bridges. But 
of course that ain’t all...just hear how he floats his phrases 
here, and the tempo, as always with Carter at the helm, is 
deliciously right and swinging. 


“On Green Dolphin Street,” which has long been 
Carter's favorite set opener (it’s a good chop warmer, and 
the fast-moving harmonies get the mind working as well), 
is a case in point. It’s fast, but not so fast that those 
harmonies become blurred, and thus an excuse for 
coasting. From the first note, Carter establishes his 
complete authority—in terms of tone, attack, phrasing, 
definition and swing. Carter’s in a blowing mood here, 
sometimes phrasing like the trumpet player he also is, 
tonguing like a champion and offering some delicious trills 
in an extended ending that at first suggests a fade, then 
goes on to surprise and delight us. What a saxophone 
player he is—among many other things. 


BENNY CARTER © MORE COOKIN’ 


Indeed, delights abound. Carter’s own infectious “South 
Side Samba,” a big-band rouser that works just as well in a 
small-group setting when the composer stokes the fire, 
shows that Carter can speak Latin without an accent—he 
knows how to relax into this special rhythmic groove. For 
Carterians, “Out of Nowhere” inevitably brings memories 
of the famous 1937 Paris session. On that one, he 
exposed the melody on muted trumpet—a performance 
that made him one of my favorites on that horn, more 
years ago than | (and no doubt he) care to recall. Here he 
enhances it with an alto sound so seductive that it alone 
would be enough, but there’s that wonderful flow to go 
with it. Romantic as this performance is, Carter gives it a 
“down home” ending—one of those surprises that fit. “| 
Thought About You” is another Carter “first,” but he puts 
his stamp on it. Note how well he uses rhythmic contrast, 
as when he moves from implied double-time to perfectly 
shaped long notes. And again, there’s that tone—it’s like a 
signature. 


| haven’t had much to say about Messrs. Wyands, 
Atkinson and Harewood, but that doesn’t mean their 
contributions should be ignored. They have been Carter’s 
first-choice New York rhythm team for several years 
running, and that’s a significant seal of approval. Wyands 
always tells a story when he solos and is a most alert 
accompanist. Atkinson’s solo conception is highly original, 
but he knows what to do in the ensemble. And 
Harewood’s a spirited drummer who can handle any 
groove. 


This fine record is the next-best thing to catching Benny 
Carter live. They don’t come any better. 


Dan Morgenstern 


TIMINGS: 
Side 1: 10:47, 8:57, 11:47/31:45 
Side 2: 7:19, 6:27, 7:26, 10:15/30:28 


Recorded live at Carlos | in New York City, October 5, 6 and 9, 
1988 

Special thanks to John Hines and the staff of Carlos | 

Produced by Ed Berger 

Engineering: Gregory K. Squires 

Cover Photo: Ed Berger 

© Amerco, Inc., 1991 

© Musical Heritage Society, Inc., 1991 

1710 Highway 35, Ocean, New Jersey 07712 

Made in the USA 
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Side One 

A LITTLE BIT OF SOAP 

SHE LOVES TO DANCE 
ONE BY ONE 
KEEP YOUR MIND ON ME 
COME ON GIRL 
WHY AMI A FOOL FOR YOU 

THE WAY YOU LOOK TONIGHT** 


LITTLE LONELY ONE 
CEE OH GOSH 
RED SAILS IN THE SUNSET 
LONELINESS** 
PLL FOLLOW YOU 
YOU DON'T BELIEVE A WORD I SAY 
LITTLE BUG 
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om She Messiah 


George Frederic Handel's ‘‘Messiah”’, first performed in 
Dublin Ireland, April, 1742, remains today as the most 
popular oratorio. The great ‘‘Hallelujah’’ chorus in itself 
is a monument to a great master of choral writing. 


The tremendous sound created by this musical genius 
over 200 years ago is fantastic. He must have written the 
solo and choral parts for some wonderful florid voices of 
his day, considering the flexibility and rapidity necessary 
for delivery of this inspired oratorio. 


There is a thematic unity in this musical work that Is un- 
paralleled. From sadness to rejoicing — from terror to 


triumphant utterances. Considering that his works were 
never performed for an audience of more than 500 people 
in his day, his orchestra necessarily consisted of a small 
string section, a few woodwinds, and an occasional trum- 
pet and tympani. But when augmented today to a larger 
orchestra to accomodate the sound in a large hall — the 
music strangely sounds just as beautiful and transparent. 
This is because of his skill in voicing his counterpoint 
without blurring. 


Handel was born in Germany 1685 but went to England 
in 1712 and lived there until his death in 1759 where he 
was accepted as the greatest English Composer. 


Side A... HALLELUJAH 
EVERY VALLEY SHALL BE EXALTED 


O, THOU THAT TELLEST GOOD TIDINGS TO ZION 
HOW BEAUTIFUL ARE THE FEET OF THEM THAT 


PREACH THE GOSPEL OF PEACE 
WHY DO THE NATIONS 


Side B... FOR UNTO US A CHILD IS BORN 
COMFORT YE, COMFORT YE MY PEOPLE 
HE TRUSTED IN GOD 
| KNOW THAT MY REDEEMER LIVETH 


THE TRUMPET SHALL SOUND 
AMEN 


TECHNICAL DATA 


This particular record was recorded on an Ampex Model 300 Tape Machine using Telefunken 
Neumann, EV667 Microphones. 

The Masters were cut on a fully automatic Scully Lathe with Miller Cutter Heads driven by spe- 
cially designed 200 Watt McIntosh Amplifier. 

The total frequency range of 15 CPS to 25,000 CPS is on this record, however, it is not within 
the range of the human ear. It is included in the mastering because of the feeling that this upper 
and lower range of frequency responses provided the listener with a more rounded tone and 
gives the recording a lush sound. 


PARADE 


This recording may be played on any 3313 RPM record playing instrument; but the wide range 
and fine technical features incorporated in this record will be most fully realized on playback 
equipment of extreme high fidelity. 


LOW FREQUENCY) LIMIT: <8. force c sence ote etnies tc eneeeeeces 15 CPS 

HIGH | FREQUENCY, LIMITE 0c eac, ters tiers therrtec tai esicses seers 25,000 CPS 

CROSSOVER eee messes eo he reece Renee remee antes ecient Scenes eachaastses 500 CPS 

ROLLOR Eco ce esac rate se vc ec ak tesa aaner eT oesntatot 13.75 DB at 10 KC 
RECORDS 


This is a Parade Long Playing 33% RPM Record, unbreakable under normal use, For greater enjoyment it should always be kept away from heat and stored in this sleeve. 


Dust and dirt should be removed from this record with lint free cloth, 


Printed In U.S. A. 


Mfg. by Parade Record Co., Newark, N. J. 
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ICO JORGE 


FACE B 


SE TE AGARRO COM OUTRO TE MATO 
CACHO CASTANA — VERSAO JEAN PIERRE 
AMOR, AMOR 

F. LOPEZ CEPERO — A. JOSE 

SOBRAM AS PALAVRAS 

BRAULIO — A. GARCIA — A. JOSE 
FRANCESKA 

ANTONIO GUIJARRO — AUGUSTO ALGUERO 





ALTA FIDELIDADE 





FACE A 


DEDICADO A TI 
A. LO VECCHIO — S, ROCCHETTI — A. JOSE 


VERDE VINHO 

UDO YURGENS — KUNZE — PAULO ALEXANDRE 
DESCULPA 

ELTON JOHN — BERNIE TANPIM — A. JOSE 
NUVEM PASSAGEIRA 

HERMES AQUINO 

CANTIGA DA GENTE NOVA 

EDUARDO GARCIA — ROCHA DE OLIVEIRA 


MOCIDADE, MOCIDADE 
NUNO N. FERNANDES — CARLOS COELHO 


ARRANJOS, DIRECGAO E COROS DO 
MAESTRO ROCHA DE OLIVEIRA 


ESTUDIOS — MUSICORDE 


TECNICO DE SOM — ALBERTO NUNES 


PRODUCAO: XICO JORGE 


DISCOTECA PORTUGUESA 


69 '/, NASSQU ST 


CANADA 


FABRICADO EM PORTUGAL 
PRINTED IN PORTUGAL 


Distribuidor exclusivo no Canada e Estados Unidos 
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VICTOR 


LADO A 


ACORES UM CONVITE (V. Cruz, Pai - T. Frazao) 
HORTENSIAS (V. Cruz - T. Frazdo) 
A ILHA, O MAR E EU (T. Frazao) 
CHARLESTON (T. Frazao) 
MAR DAS ILHAS (V. Oliveira - L. Bettencourt) 


LADO B 


ADEUS ACORES (A. L. Macedo - T. Frazao) 
ILHA (A. L. Macedo - T. Frazao) 
O NOME DE MARIA (V. Cruz - T. Frazao) 
SEM PALAVRAS (V. Cruz - T. Frazao) 
LAVADEIRA (J. T. Medeiros - L. Bettencourt) 


Orquestracdes de TEOFILO FRAZAO 
Fotos de MANUEL PAIVA 
Direcgao Técnica de LUIS BETTENCOURT 
Gravado no ANGEL STUDIO 
Técnico: JOSE FORTES 
Direccao de orquestra de REIS GOMES 


VOOS DIRECTOS 
CANADA — ACORES 
ACORES — CANADA 








SANTA MAE 





LADO A LADO B 
SANTA MAE 4:37 CANTO AOS ACGORES 2:15 
Letra. H. Garcia Letra. H. Garcia 
ALA RIBA 3:17 ELA PARTIO 3:18 
Letra. H. Garcia Letra. H. Garcia 
CORACAO CORACAO 3:30 VEM VEM 4:04 
Letra. J. Alfredo J. Letra. H. Garcia 
A NOITE 2:30 VOU PERDER A CABECA 3:20 
Letra. D.R. Letra. D.R. 
NAO VENHO NEM VOU 4:13 LUANDA 3:08 
Letra. D.R. Letra. D.R. 
MUSICOS 
BATARIA — D. Monteiro/M. Botelho QUERO AGRADECER A TODOS QUE COLABORARAO 
PIANO — A. Sousa NO MEU DISCO” H. Garcia 
VOZES Producdo e Distribuicao 
O. Alvernaz HENDA RECORDS INC. 
G. Machado Mt. Vernon, N.Y. 


Gravado nos Estudios 
P.O.P. San Jose, Ca. 
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KANTI: KANT 2: 
O SOLE MIO (di Capua-Capurro) AGNUS DEI (Bizet) 
Met leden van het Scala Orkest, Milaan olv Dino Olivieri 
Opnamedatum: augustus 1953 Opnamedatum: mei 1936 
MATTINATA (Leoncavallo) PANIS ANGELICUS (Franck-Gazzera-Grossi) 
Met leden van het Scala Orkest, Milaan oly Franco Ghione 
Opnamedatum: april 1935 Opnamedatum: juni 1936 
MARECHIARE | (Tosti-de Giacomo) OMBRA MAI FU (Handel) 


Met orkest olv Walter Goehr 
Opnamedatum: juni 1938 


LA SERENATA | (Tosti-Cesareo) 


Met orkest olv Dino Olivieri 
Opnamedatum: februari 1938 


OCCHI DI FATA (Denza) 


Met orkest oly Walter Goehr 
Opnamedatum: juni 1938 


LUCIA, LUCI (de Curtis) 


”Largo” uit Xerxes” 
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Met het Berlijns Staatsopera Orkest oly Bruno Seidler-Winkler 


Met het Berlijns Staatsopera Orkest oly Bruno Seidler-Winkler 


Met orkest olv Sir John Barbirolli C.H. en Herbert Dawson, orgel 


Opnamedatum: maart 1933 


Met het Berlijns Staatsopera Orkest oly Alois Melichar 


Met orgel, strijkorkest en harp oly Rinaldo Zamboni en Herbert Dawson, orgel 


AVE MARIA (Bach-Gounod) 
Opnamedatum: mei 1936 
AVE MARIA (Schubert) 
Opnamedatum: november 1947 
PIETA SIGNORE! (Stradella) 


Met leden van het Scala Orkest, Milaan oly Carlo Sabajno 


Opnamedatum: augustus 1953 


CARRETTIERI = (Gibilaro) 


Met orkest olv Vito Carnevali 
Opnamedatum: februari 1949 


Richard Tauber 

Fliisterndes Silber, rauschende Welle - Das alte 
Lied - Da draussen in der Wachau 

Joseph Schmidt 

Wenn der alte Brunnen rauscht - Wiener 
Bonbons - Launisches Glick - Simplicius - 
Wenn bein Wein ein Walzer erklingt 
Beniamino Gigli 

La canzone dell’amore - Addio, bel sogno - 
Caro mio ben - The lost chord 

Tito Schipa 

Ave Maria (Schubert) - La Serenata (Stiandchen) 
(Schubert) 

Richard Crooks 

The rosary - The holy city 

HMV 045-25228M 


uit ”Messa da Requiem” 


Met leden van het Scala Orkest, Milaan oly Carlo Sabajno 
Opnamedatum: november 1932 


INGEMISCO TAMQUAM REUS (Nerdi) 


Met het orkest van de Opera in Rome olv Tullio Serafin 


Opnamedatum: augustus 1939 


® 1975 EMI Records Ltd. 
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Vera Schwarz 
Jarmila Novotna 
Carlotta Vanconti 


Richard Tauber 

Schénste der Frauen - Du bist meine Sonne - 
So wie um den Sonnenball - Schén wie die 
blaue Sommernacht ”Giuditta” - Schweig, 
zagendes Herz Das Fiirstenkind” - Von Apfel- 
bliiten einen Kranz - Wer hat die Liebe uns ins 
Herz gesenkt - Kann es méglich sein Das Land 
des Lachelns” - Lippen schweigen - Viljalied: 
Es lebt eine Vilja Die lustige Witwe” - Warum 
hat jeder Friihling - Willst du? "Der Zarewitsch” 
(Lehar) - Wie mein Ahnl zwanzig Jahr’ Der 
Vogelhandler” (Zeller) - Treu sein, das liegt mir 
nicht Eine Nacht in Venedig” - Als flotter 
Geist... Ja, das alles auf Ehr’ Der Zigeuner- 
baron” (Joh.Strauss Jr.) 

HMV 045-30223M 


Joseph Schinidt.. 


Tkhou van Holland 


Joseph Schmidt zingt 
Nederlandse en Duitse liedjes 
Ik hou van Holland - Het viss 
Weisst du was schén war’ - B 
signorina - Warum gehst d 
Einst in ferner zeiten Tage 
erglithet - Aus himmlische 
geht um die Welt - Frag’ nic 










kennt- Ein Stern fallt vom Himn 1 singe 
dir ein Liebeslied - I’m happy when it’s raining - 
Die Liebe siegt 

HMV 045-28626M 


Hoesontwerp/ illustratie: Jacques Heere 


EMI-BOVEMA Ma 
HOLLAND SIM 





Jussi Bjérling 
Una furtiva lagrima "L’Elisir d’ Amore” 
(Donizetti) - Cielo e mar "La Gioconda” 
(Ponchielli) - Donna non vidi mai "Manon 
Lescaut” - Che gelida manina "La Bohéme” - 
Ch’ella mi creda libero "La Fanciulla del West” 
- Nessun dorma Turandot” (Puccini) - Cujus 
Animam "’Stabat Mater” (Rossini) - La fleur que 
tu m’avais jetée "Carmen” (Bizet) - Mi batti il 
cor...O Paradiso "L’Africaine” (Meyerbeer) - 
Instant charmant...En fermant les yeux - Je suis 
seule... Ah! fuyez douce image Manon” 
(Massenet) - Ah, si! Ben mio coll’essere io tuo 
"IL Trovatore” - Di’ tu se fedele il flutto m’aspetta 
"Un Ballo in Maschera” - Questa o quella 
Rigoletto” - Ingemisco tamquam reus 
Requiem” (Verdi) 


HMV 045-01715M 





CONNIE DE NAVE 
Public Relations, Inc, 
200 W. 57th Street 
New York, NY 10019 
(212) 586-1330 


Greetings Pilgrims Your Search Is Ended: 


Now, we know it's been a very long time since the first time we gave you the 
word on the approaching date of the new Jonathan King solo album, Sure, we 
know you've been haunting your mailbox, accusing your postman of terrible 
deeds because it hasn't arrived, There are lots of excuses that we could 
think up about what took it so long to get to you, how 'bout the Flooding 
of the Nile or a sudden outbreak of the bubonic plague in Coney Island? 

But, what's the point of making excuses after all this time here is your 
very own copy of Jonathan King's Pandora's Box, 


Jonathan King is Probably one of the funniest songwriters around, He is 
also the number one record Producer in England and the President of his own 
record label, UK Records, Each song he sings has a unique sound of its own 
because Jonathan King looks at the world through a pair of glasses that are 
tinted a color you've never seen before, 


Think about it. Who else would set Jonathan Swifts "'A Modest Proposal'' to 
music and get away with it? Who else could sing a song like "Supershit!! and 
make it hummable or take a theme like ''Be Gay!’ and put it to a Buddy Holly 
beat. Did we hear you say ''and who would want to?! That's no attitude to 
take my friends, Pandora's Box is the album you've been waiting for, 


Take a listen and then tell us what you think, If you like it don't send 
flowers, that won't be necessary. We know you care, 


Just a reminder, Jonathan King will be in New York and available for inter- 
views starting September 17th, Call us if you'd like to speak with him, 


Lots of good wishes, 


Connie De Nave 
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The master’s formula: 


Kitsch + Laughter 
Top 10 Smasheroo 


BY AL CLARK 











Ten minutes into the conversation and 
Jonathan King, wearing last -ight’s 
dress shirt with this morning’s functional 
casuals, is beginning to warm to the occ- 
asion. 

A photographer ensconced in a huge 
sheepskin coat announces himself at the 
Teception desk. “Are you an attractive 
photographer or a_ boorish photog- 
rapher?”. King inquires through the 
office door. “Come and show your face 
and I will tell you instantly.” The photo- 
grapher shows his face and awaits judge- 
ment, “Well, you look American for a 
start. Can you wait ten minutes over a 
cup of coffee or would you like to do 
photos now?” 

The photographer explains that he 
would prefer free access: “Just don’t mind 
me”. “But you look terribly big and 
mindable. Alright, take your coat off 
and we might not mind you”. The 
photographer shuffles away to unpack 
his camera and King touches himself up. 
“How very disturbing. Do I look my 
best? Do you think my many teenage 
fans will continue to fancy me if they 
see me taken casually? Bring some pads 
Carol”, he shouts to his secretary, “and 
some cheque books and some telephones 
which I can pick up at certain moments”. 
An expression of disbelieving mock- 
horror shifts across his face when he 
finds her following his instructions. 
“Honestly dear, I wasn’t being serious. 
The trouble is nobody can tell the differ- 
ence between my image and the reality”. 

The demarcation line, never easy to 
pinpoint, has become even more nebu- 
lous in the two years that have elapsed 
since King left his powerful position as 
General Overseer at Decca to pursue in- 
dependent production. That is, to produce 
tapes and sell them individually to dif- 
ferent record companies, with his identity 
safely camouflaged by some outrageous 
pseudonym. He felt the time had come 
to discover whether he had an aptitude 


foc. making commercial records ar | |. 





four Manchester schoolgirls he called the 
(gulp) Angelettes that King decided to 
go to America with the intention of 
selling some masters. He felt it was time 
to muscle in, so he did the rounds of 
the record company executives. “Some 
I found incredibly nice, others a bit 
over ambitious and rather tedious. But 
nice or tedious, they were all very clever 
executives as opposed to over here where 
most record company executives are 
lunatics and would be disastrous in any 








on Jonathan King 


of U.K. Records 


America being the home of well-pro- 
duced made-to-measure pop music. what 
possible reason could there be for 
assuming it would be receptive to a 
synthetic Anglo-Saxon nephew? What 
gives King the impression that the USA 
will buy back what he’s assimilated of 
its culture, of R&B-based pop, of the 
Barry/Crewe/Spector school of produc- 
tion? “I think the added ingredient in 


my formula is something that seems to 
have disappeared from the American 





whether he was simply very good at 
hyping. He already knew he was very 
good at hyping, so he decided to issue 
a record under a group non-name to see 
how it went. 

“A good friend of mine, Phil Ochs, 
was over at the time and we were wan- 
dering around Dickens’ house. Phil Ochs 
pretends to be an anarchist and moves 
around in that backwash, but he’s 
actually a hardcore reactionary — a 
lovely person and terribly talented, but 
ultimately a very sentimental conservat- 
ive. So we were going around Dickens’ 
house and he kept saying ‘Gee Jonathan, 
is that where Charles Dickens actually 
slept? and I was saying ‘Yes Phil, now 
come on, I must get back, it's really an 
awful bore all this, now what am I 
going to call this bloody group?’ And 
he suggested the Weathermen because, 
although he was involved with them 
at the time and was supporting blowing 
up buildings in the interests of the 
people, he thought it would be rather 
nice to put out this very simple bubble- 
gum record under that name”. 

Eventually “The Same Old Song” by 
a multi-tracked King disguised as the 
Weathermen was released and became, 
much to his delight, very successful. He 
immediately rushed into the studio, re- 
corded a version of “Sugar Sugar’’—with 
a kitsch fake-heavy arrangement he had 
dreamt up whilst bored in Morocco— 
and issued it under the name Sakkarin. 
“And then it went into the charts and 
on to ‘Top of the Pops’ and goddamn it, 
there was that fucking Jonathan King 
again. All the heavy fans who'd liked 
it had a fit’. Pause for uproarious 
laughter. 

As a relief from the farcical excesses 
of the life of a recording industry Zorro, 
he decided to produce other people. For 
instance, St. Cecilia’s “Leap Up And 
Down And Wave Your Knickers In The 
Air” and the Bay City Rollers’ “Keep 
On Dancing”, both of which were hits. 
There were a few flops as well, but he 
prefers not to mention those. Swiftly 
reverting back to High Camp, he wrote 
a little ditty called “Johnny Reggae”, in- 
spired by the nickname of a young 
skinhead introduced to him at a dance- 
hall. This was performed by session 
singers and musicians, released under 
the name “The Piglets” and sold 300,000 
copies. 

It was in the wake of a small hit 
called “Don't Let Him Touch You” by 
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Jonathan King: ‘I'm irritating, contradictory, fascinating .. .” 


other business, but have some flair for 
picking weird things that eventually 
happen. In the States they're brilliant 
men who would be equally good at run- 
ning biscuit factories or underwear 
facility units”. 

In the end he decided the most practi- 
cal solution was to start a record label, 
which he did in June. The original idea 
was to call it King of England Records, 
but it was suggested that the Queen 
would complain so he settled for the 
suspiciously modest and reticent UK 
Records. Chris Denning was tempted 
away from Bell to run the label here, 
and America and Canada will be taken 
care of by former Decca Promotion Head 
Don Wardell. Two outside masters. ““Sea- 
side Shuffle’ by Terry Dactyl and the 
Dinosaurs (née Brett Marvin and the 
Thunderbolts) and “Donna” by 10 cc 
(née Hotlegs) provided the initial succes- 
ses, now followed by Shag’s (King’s) 
“Loop Di Love” and the reissued “Shot- 
gun Wedding” by Roy C. The label is 
flourishing, so there's no longer any 


need for one-shot deals with other 
companies. King is still doing one- 
shots—his current one is “Vulture 


Stomp” by the Scavengers—but now they 
can go straight on to UK Records. 

“You see,” he explains enthusiastic- 
ally, “when I started the label my prime 
intention was to get an enormous amount 
of front money, from Decca here and 
London in the States, so that I could 
guarantee the same sort of promotion that 
I was getting on my one-shot deals. The 
good thing about them was that I could 
select the record companies at the right 
time in their careers, when they had the 
right promotion people working for them 
and the right means of exposure. The 
compensation for losing that lies in 
getting a lot of front money to afford 
the best promotion, advertising, radio 
time and so on.” 





music scene: that’s humour. The begin- 
nings of really great pop music stemmed 
from the fact that most producers and 
musicians had an enormous sense of 
humour, and the main asset of their 
records is the feeling that everyone was 
enjoying the session and roaring with 
laughter through most of it. I believe 
I'm bringing forward this sense of fun, 
and that by the end of next year we'll 
be the world’s most successful record 
label”. 

Mind you, the boy has taken some 
knocks. Like when everyone tumed down 
a musical he wrote because the hero’s 
Oedipan fault was to make it with little 
girls. “The problem is that now if 
somebody sleeps with their mother 
everybody screams with laughter. So 
what can you do, go with dogs? Every- 
one goes with dogs. However, if you 
go with five-to-seven year old girls 
everyone thinks you're completely nau- 
seating. So that was the Oedipan fault 
in this otherwise perfect human being. 
The people who read it threw up their 
arms and chucked me out of their offices. 
So I shrugged my shoulders, put the 
musical back in a drawer and went on 
making happy records. .. ” 

In view of his obvious appreciation of 
the tasteless and bizarre, had King ever 
considered attempting to engineer the 
most repulsive single of all time? He 
reckons he came close with the “Official 
Munich Olympic Games Theme" by the 
Athlete's Foot, set to the tune of 
“Deutschland, Deutschland” and the 
sound of marching stormtroopers. “That 
was a masterpiece actually, still selling in 
dribs and drabs to connoissuers who 
really care about bad music.’ 

He adjusts his hair again as the photo- 
grapher snaps away. “I’m such an irritat- 
ing, contradictory and fascinatingly 
interesting human being. And I do talk 
a lot, don't 1?” Satisfied smik. 
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JONATHAN KING 


"He was a student in Cambridge, England(1963-66) 
when he took up singing, songwriting, and made him- 
self a company. It was all right to do that sort of 
thing if you were a Liverpool plumber or a Manchester 
hairdresser, but it certainly wasn't the sort of thing 
Cambridge was accustomed to. Never mind, Jonathan King 
is the kind to revel in the shock waves. He isn't a 
terribly good singer but he's certainly a personality 
in the English rock scene, though not always a beloved 
one. For one thing, he has the most outspoken pop col- 
umn in all of England--in all the world if it comes to 
that. For another, he's violently antidrug and was so 
during that flower-power summer of 1967 when psychedelic 
smiles wreathed every face on the King's Road. He had 
his own tv show, produced records, had his songs done 
by others, wrote an antidrug novel, and generally proved 
that a Cambridge education need not be a drawback in the 
musical advancement of an English lad." 


--Lillian Roxon's Rock Encyclopedia 


JONATHAN KING ON JONATHAN KING: 


"I have the kind of personality that you may find very attractive on 
fourteen different levels and then you'll turn the corner and find out 
that on the fifteenth level I'm totally nauseating." 


"I decided when I turned twenty-five that the time had come to stop 
telling people what they ought to like and to start giving people 
what I knew they would like." 


"IT am very cynical. I don't think I'm unpleasantly cynical. I've al- 
ways believed the cynic is the only true lover of humanity," 


"My way of thinking is as follows: I hate people who like someone for 

an image, If anyone likes me without speaking to me or meeting me then 
my thinking is that their minds work on the wrong lines entirely. One 
will meet someone and speak to them and find out that there are twenty 
things you like about them and fifteen you don't like about them...if 

I sense someone is thinking 'Jonathan King is quite loveable’ I will then 
turn on them and bite their ankle!" 


ON HIS ACTS ON UK RECORDS : 


"T have great faith in both Ricky Wilde and Simon Turner. You see 
my thinking is that the David Cassidy and Donny Osmond types were 
the right faces for the last year or so, but..." 


"Donna! is my favorite record on the UK label. 10c.c. is incredibly 
talented but they do everything terribly tongue in cheek. "Donna! was 

a complete send-up of all the early rock and roll sounds. When I first 
got my own label, the very first thing I did was ring up Eric Stewart 
and Graham Gouldman and say 'send me some material because I know you'll 
come up with a hit.' They're so talented and they've got better ears 

for music than anyone I know around England today." 


ON'AN ALBUM BY JONATHAN KING!': 


"My background is in English literature. One of the tracks is based 

on Jonathan Swift's A Modest Proposal. When you suggest in a pop 

song that the way to solve the population explosion and the starvation 
problem is to eat two out of every three new born babies it sounds a 

bit more amazing then when you read it in a short story. There's an- 
other track about a thoroughly unpleasant person which I've called 
“Supershit". I've written a song called ''Be Gay'' which suggests that 
the only way to get a girl these days is to be a screaming faggot. There 
is a song called "Black Girl Buttons" which is about "Black Girl Buttons," 
and there's a song about a Walter Mitty type character called "A Little 
Bit Left Of Right."' I think that sums it up pretty well, it's really a 
very unpleasant album." 


CA cad Delis) (Ny aS 


Jonathan King is the President of UK Records, a label which 
started in England in July, 1972. In the short time the doors have 
been open over three million singles(all produced by Jonathan) have 
been sold. A producer...a singer...the President of a very influen- 
tial record company. In 1964 Jonathan had a million selling single 
world wide with "Everyone's Gone To The Moon", he was eighteen years 
old. Jonathan King is definitely someone to contend with. 
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JONATHAN KING 


with Hedgehoppers Anonymous, Simon Turner, 
OCC, Ricky Wilde and the Ak Gang 


“] started my _ record 
label to have fun and make 
an enormous amount of 
money,’ proclaims a 
full-page ad in New 
York’s Village Voice. It’s 


signed: Jonathan King — 
April 5, 1973. Just seven 
years after achieving 
international fame and 
fortune with his single 
‘“‘Everyone’s Gone to the 
Moon” Jonathan King 


launched his own record 
label in England; and now 
a year later, he’s set up 
shop in the U.S. 


It doesn’t seem to have 
been that hard a_ road 
either, but of course talent 
and imagination made 
traveling all the smoother. 

‘*'My first group was The 
Bumblies, which was just a local 
group. | went and performed with 
them, and then produced a record 
which didn’t work... | was just 
writing songs and going on with 


University, and | took some over 
to Tony Hall at Decca who was 








category is straight bubblegum (what 
Jonathan prefers to call Bubblerock) 
like covers of Motown, Neil Diamond 
or Archies records. While they are 
not Bubblegum records in the 
sweetest sense, they all maintain a 
catchy rhythm and simple lyrics. 
Jonathan usually plays tricks with 
these songs by adding instruments or 
vocals which bring a new flavor to 
the tune. Songs like Popsicles And 
Icicles, Keep On Dancing, Hooked 
On A Feeling and Hang On Sloopy 
are a few of the updated productions. 
But usually the more aesthetically 
satisfying tracks find King singing 
topically humorous, cynical, and 
risque originals like J] Don’t Want To 
Be Gay, Johnny Reggae, Leap Up 
And Down And Wave Your Knickers 
and J'Il Slap Your Face, It’s true that 
Jonathan has a wide variety of vocal 
styles, but they too, can be picked 
out. His production, chord changes, 
and vocal phrases are all distinctive, 
and after a while one can tell if a 
record is indeed a Jonathan King 
track. Yet he always seems to come 
up with some new idea or sound 
which is often a step ahead of most 
others in the pop business. And 
besides handling the artistic side of 
things, he also seems quite adept at 
securing the best possible financial 








FOVISTHTG © WUC Te ea 
“Everyones Gone to the Moon" 
and he said, ‘*That’s a hit — Take 
it somewhere to be produced,"* So 
| did; and it was." 

Jonathan decided that he would 
like to produce records, and his first 
effort, Good News Week (by a group 
of session men who went under the 
name Hedgehopper’s Anonymous), 
was an enormous European hit. 
Based on the success of that record 
he lost interest in performing, and 
the royalties he received for 
producing and writing that hit gave 
him the finances to go on and 
produce more records, 


One of Jonathan’s early 
trademarks was his topical and 
controversial lyrics. In fact, Jonathan 
recalls that Good News Week was 
banned in forty of the fifty states. 
Perhaps it was due to the verse: “/t’s 
good news week, lots of blood in 
Asia now; they've butchered off the 
sacred cow; they've got a lot to 
eat’... which you might guess was 
not exactly the most palatable 
appetizer for American airwaves circa 
1965. 

While he continued to release a 
few solo singles, and a couple of 
Hedgehopper’s records during 1965 
& 1966, Jonathan seemed to have hit 
a dry spell. His solo records were 
lackluster ballads which flopped, and 
his Hedgehopper’s efforts all 
managed to stay fairly anonymous, 
But early in 1967 his luck looked like 
it was going to change, with the 
release of a single called Round, 
Round. A driving, melodic tune, 
Round, Round’s lyrics were strongly 
anti-drug with their biting cynicism 
inescapable: “Round Round out of 
your mind; You think you're seeing 
things, I know you're blind. A 
million bright colours explode in you 
head; Today you’re just high; 
Tomorrow you're dead.” Of course, 
in those days of Eight Miles High and 
White Rabbit this wasn’t going to be 
the anthem that young people 
clamoured for. (Perhaps our vision 
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The king of British bubblerock, Jonathan King, is one of the world’s most successful producers with more hit records 
per year than just about anybody. His secret: “I put out lots of records under different names.” 


was blurred a bit back then, but 
Round, Round seems to have been 
clearly astute when one looks around 
today.) Regardless, it all became 
academic because the record was 
never given a chance to be heard by 
young people. This wasn’t due to 
their rejection, but inexplicably the 
record was banned by their elders. 


“They sald you shouldn't sing 
about drugs, whether you were 


for or against them, so they 
banned it. | was rather 
disiiiusioned and |! gave up 


producing, and went on to do 
other things...i’m just as 
anttdrug as ! ever was — | find 
them a crashing bore — I've 
always said that | will forgive 
people who murder children, rape 
nuns, or blow up bulldings, 
because they've got a spark of 
excitement in them, but people 
who are boring | cannot forgive. 
Boring people are really the 
ultimate in drags. So as a result, | 
find drugs make people very 
béring, so I'm very antt—drug. | 
don’t think people need drugs. 
People who take drugs and 
turn—on — Whatever it may be 
from cigarettes on upward .— 
usually are dependent on 
something, which they could be 
getting from themselves, and if, 
they were getting It from 
themselves, they’d probably be 
more fun..." 


So Jonathan King turned to other 
things. For one, he wrote a weekly 
pop column in the English music 
paper, Disc, which rarely failed to be 
topically controversial He was one of 
the few writers to take unpopular 
stands, and to herald unknowns. 


1f you look back over those 
columns, you'll find some 
interesting: things like David 


Bowle will be a superstar in 
January 1966; or Marc Bolan will 
be a superstar in May 1966. | was 
always way ahead of time — never 
made any money, tho... From 
1967—69 |! gave up making 
records. Straight from University 
1 did my own television series — a 
half—hour every week — a guest 
show — that ran for 26 weeks. It 
destroyed me completely. The 
world of television Is like taking a 
morning swim in a large pool of 
piranha fish. And so, | developed 
an ulcer, and collapsed in a state 
of exhaustion. 


While writing for Disc, and doing 
the television show, Jonathan was 
also a disc—jockey for BBC’s Radio 
One. After leaving television, he went 
to work for Sir Edward Lewis at 
Decca which started as a part—time 
job, but three years later in 1970, it 
was taking almost 100% of his time. 
It was at this juncture that Jonathan 
made his most important artistic 


decision. He decided he was more 
interested in making records again, so 
he quit his job at Decca, and went on 
his own as a producer. 


For 1971 and 72, Jonathan 
released about 40 records under 
names like Nemo, Weathermen, 
Piglets, Sakkarin, and Robin Jack, 
along with a couple under his own 
name. Why? Jonathan explains: 


“"The basic reasoning was.that | 
thought | had a lot of material 
that could be a hit, but if | put 
them all out as Jonathan King 
records, nothing would stand a 
chance, You know you can't put 
out 15 Tom Jones singles in a 
year. So | simply put them all 
out, and since |! think as a 
Producer, none of them ever 
sound the same. | don't think | 
have a particular volce sound — 
people can’t say that’s a Jonathan 
King track. | twist my voice 
around quite a bit. So |! put out 
lots of records under different 
names — At one time | had three 
records in the top thirty 
simuttaneously.’" 


Despite the claim by Jonathan 
that people can’t tell it’s a Jonathan 
King track by ear, an avid fan can 
often hear great similarities on these 
records. Firstly the lyrics are usually 
split amongst two genres. One 








"I’ve always, throughout my own 
career, paid for my own 
costs,,..That’s the only way you 
make any serious profit in this 
business; so | would pay for the 
cost to produce the record from 
the start to the final mix, and 
then | would take it to the 
company and: say: This is the 
situation; it’s a one—shot deal, or 
if it’s a hit, I'll give you two more 
records under the same name — 
but you can’t have an artist — 
This is the money | want, etc. | 
was getting enormous front 
money and a huge percentage for 
each record,” 


Jonathan says he has no rules on 
production techniques, and still after 
all his success, considers himself 
flexible. One practice he does 
maintain is that he is well organized 
before he goes into the studio. 


“| work out each song completely 
in my head — |! work with a 
musical director, and | sing him 
every line of every instrument all 
the way through. In the studio | 
work very hard with the session 
men and make sure they’re 
Playing exactly what |! want. 
That’s the only economical way 
you can do it. And I do produce 
very economically — My 
maximum output was a session 
that started at 10 in the morning 
and went until two the following 
morning, and at 2 AM | came up 
with four different ‘‘A” slides — 
Three of which turned into top 
thirty hits. So the cost of the 
session was fairly minimal 

| vary my session musicians, | go 
right across the board. | made a 
record called ‘‘Sugar Sugar"’ under 
the mame Sakkarin, and that 
featured a group called Fairport 
Convention. | use musicians from 
wherever | can find them, as long 
as they're good and also fairly 
guick at picking up my thoughts. 
| have no musical Knowledge 
whatsoever — all | can do is sing 
and hum, and describe in words 
the sort of effect | want. So that’s 
why | have to work with very 
sensitive arrangers, musical 
directors, and musicians — so they 
can understand what | want and 
get it for me.”” 


Even though Jonathan was reaping 
enormous success in England with 
these one—shots for other companies, 
he decided to form his own label, 
UK. At first it seemed that UK would 
just continue Jonathan’s one-shot 
philosophy, by releasing records by 
The Piglets, Shag, and Bubblerock, 
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which were, in reality, all Jonathan 
King records. The first 25 or so UK 
releases were split evenly between 
‘real people’ and studio ‘groups.’ But 
now things seem to be changing. 
Jonathan explains why he has given 
up one-shots: 


“Times have changed and | will 
always change with them. To me, 
what was very suitable for 1971, 
i.e. One—shots, and records that 
were fun, amusing, gimmicks etc, 
was very much 1971, and the 
musical timbre of the time was 
heavy, progressive, dragay, boring, 
tedious, and ploddy. It got by the 
beginning of 1971, to horrendous 
proportions — like a thick lump 
of solid cake. And | thought the 


music world needed something 
- 1 bolngses shat tf 


years ago. 
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writing and producing for Simon, and 

the vocal phrasing on Simon’s latest 
Single sounds amazingly like Mr. 
King. “No, it’s not me under a 
pseudonym,’’ chortles Jonathan, 
“but I did coach him on his vocals.” 
Jonathan sees this only as a 
preliminary step, and soon believes 
that Simon will develop his own 
style. Simon’s latest single is a double 
“A” side, and both sides showcase 
King’s familiar trademarks of heavy 
production coupled with commercial 
melodies. Jonathan is also heralding 
Tina Harvey, a female whose vocals 
are a cross between early Bolan and 
Martha Velez. 


“tt think that with Simon Turner 


2 
Phonograph Record 


At left, Simon Turner. Or is it David Cassidy? Below, 10c.c., formerly known 
as the Mindbenders Their new record is the ‘‘Jailhouse Rock” of the '70s. 
Right; Ricky Wilde. His dad was making hit records with the same songs 15 





tastes; bubblegum, reggae, and rock 
and roll, and he handles them all so 
well that his album might win the 
underground classic—of—the year 
award. I say ‘‘underground”’ because 


Jonathan’s usually risque, 
double—entendre lyrics have given 
way here to outright primeval 
phrases. And wnen you couple dirt 
with cynicism, sarcasm, parody and 
humor; and add a healthy dose of 
catchy melodies and an earthy 
production, you get what promises to 
be an all—time great album. The 
tracks I listened to only consisted of 
about half the album, and Jonathan 
indicated that final track selection 


was still not certain, so we'll just have | 


assassination might have been meant 
tongue—in—cheek, but during his 
stay in N.Y., some of his comments 
did not exactly endear him to a large 
chunk of New York’s population: 


“The glitter scene? A lot of the 
artists | think are talented — But 
the thing ! hate most is that 
they're all so serious’ Now the 
other day |! went into a restaurant 
and David (Bowie) was dining at 
the next table, wearing some kind 
of tong frock with his hair dyed 
orange and green. And | looked at 
him and said, My God, you look 
absolutely horrendous — and he 
got terribly offended. | said, you 
look awful — why don't you just 
wear trousers or denims, and 
comb your hair normal?, cause 
he's quite a nice looking kid. And 





England and now he has come to 
leave his mark on America. In typical 
King style, he sums up what the 
future will bring: 


“The future for UK records here 
in the U.S. is big, very big indeed. 
In fact, enormous. The situation 
with UK is that at songs point 
somebody will latch ontQ the fact 
that you have to acgept and 
discover things — it was difficult 
with David Bowie in the early 
days, cause nobody could 
understand what | was talking 
about... the same with Marc Bolan 
and Jimi Hendrix. The same is 
happening now — A lot of people 
in the music business can’t make 
out what I'm alt about — they 
think I'm kind of insane. When 
UK Records break as an entity, 
































thought was different; a lot of 
other people started doing the 
same thing — probably due to me 
doing it originally — because | am 
the great originator — and sparkle 
began to come back. Now it’s 
reached a ludicrous degree with 
everyone in England a one-shot 
non—existent group. So I've 
moved on to what | think is the 
next stage, which is different 
types of performers happening in 
different ways; which | think is 
going to happen very much over 
the next year or so, and then 
things will change again. | am 
ahead of the rest of the music 
business for one very simple 
reason — 1! get bored much 
faster...because | have a complete 
butterfly mentality. I'm the 
singles queen of all time — put on 
an album and I'm bored out of 
my mind halfway into track two. 
Give me 2:05 and I'm happy.” 

So Jonathan has decided that real 
people are what the music world 
needs, and on top of that, he’s 
moving into albums. This seems to be 
in disagreement with Jonathan’s 
previously stated philosophy that 
albums are a bore, but he hasa ready 
answer. He explains that there are a 
few people whose albums are indeed 
worthwhile. He’s walking on thin ice 
with that logic, but for the most part, 
I must admit that UK’s album release 
sheet does look noteworthy. 

His two main discoveries are 
Ricky Wilde and Simon Turner. 
Ricky is the twelve year old heart 
throb son of early—sixties English 
heart throb Marty Wilde, who makes 
the Osmond Brothers look like 
Arthur Brown. He can’t really sing 
that well, and his high falsetto on 
“April Love”’ is barely passable, but 
UK is building Ricky as an mage, 
and like Donny Osmond, they expect 
to succeed. While Ricky brings in the 
cash, Jonathan will concentrate on 
Simon Turner, an 18 year—old 
English lad who lists David Bowie as 
his favorite artist. He’s even gone so 
far as to record Bowie’s Prettiest Star 
on his forthcoming album, and 
Simon bears an uncanny resemblance 
to Mr. Bowie circa 1968. While 
Simon was probably originally 
conceived as England’s answer to 
David Cassidy, he is much more 
important than that. His songs are 
heavier, reeking of strong influences 
from middle—Stones and latter day 
Bowie. But the strongest influence is 
undoubtedly Jonathan King. He is 








and Ricky Wilde, you could have O Wa and ste Wha ine ised ves o p yu c 
a situation of almost Beatle—type product is like. Cot ermscone esa hep tand sey 
proportions — | think America is ies ig gay wasn't 

ready for some very big and very “My new solo album is a bit All | was doing was pointing out 


that David looks better when he’s 
dressed normally, then when he’s 
in a frilly evening frock. 

He’s making a point, but he’s 
terribly serious about the whole 
thing. People don’t need to be 
serious about these bloody things. 
Everybody's walking around from 
Gay Lib saying “Free Us, Free 
Us’* — what is there to free people 
from? Everybody's free to do 
whatever they want...” 


unusual. | can sometimes be self 
indulgent with tyrics, and 
sometimes |! can tose all control; 
and on this album, I've lost all 
control. There’s a song called 
““Supershit,"" and one called “‘Be 
Gay" — a number of tracks which 
are very strange. | think | shall 
continue to remain ignominiously 
unpleasant on almost every level, 
with the most enormously small 
minority of fans who actually go 
along with my sense of humor; 
and the vast majority of people 
who think that assassination is the 
only answer."” 


Jonathan’s comment regarding 


attractive British artists. You've 
not had any sensational 
wide—appeal artists in quite some 
time. | think you'll also find that 
Tina Harvey will become an 
enormously established female 
singer — right across the board — 
people of every type of musical 
taste will like her."" 


Jonathan isn’t known for his 
modesty. 

Perhaps the single most interesting 
record to come out of UK is 
Jonathan’s soon—to—be—released 
solo album. It spans all of his musica] 


Whatever your opinion of 
Jonathan King, the man, he still 
continues to blaze new trails in the 
pop music world. He has conquered 








Hedgehoppers Anonymous, Jonathan King’s first ersatz group. Don't look like the kind of boys whose record would be 
banned, do they? 





will break so large that they may 
change the course of popular 
music here in the States. And you 
might find that a lot of other 
people who are into different 
things will be left holding the bag, 
and then they'll run in another 
direction.’’ 

Right now, a lot of the music 
tycoons are laughing at Jonathan’s 
predictions, but as Jonathan King 
sees it, pretty soon they'll all be 
singing another tune, and he'll have 
the last laugh. 


From the days of the 
Hedgehoppers and Everyone’s Gone 
To The Moon (conceived as an 
intentionally nonsensical 
exaggeration of the Dylanistic lyrical 
vogue) right on through to the slick 
synthetic one-shots of today, King’s 
career has been marked by a 
refreshing unpredictability, a love for 
novelty, and a connoisseur’s 
appreciation of ephemeral, pure pop 
music. Aided by like-minded cohorts 
on the lines of 10cc (a UK group 
with two huge gimmicky British hits, 
Donna and Rubber Bullets, and 
featuring Graham Gouldman of Bus 
Stop, Heart Full Of Soul, No Milk 
Today composership fame and 
ex-Mindbender Eric Stewart, who 
was involved in the astonishingly 
tubbishy British smash Neanderthal 
Man by Hotlegs), King has been able 
both to foresee the trends and 
capitalize on existing ones; and some 
of his highly perishable chartbusters 
of late have been demented classics. 

A notable example in this vein is 
Johnny Reggae by the Piglets, which 
takes off from the Shangri-Las’ Give 
Him a Great Big Kiss with a female 
cockney asking her friend “‘Wor’s 'e 
like, Mavis?”, the friend deposing 
“E’s a real tasty geezer.’’ She goes on 
to describe Johnny’s distinctive 
attire, habits, and amorous 
capabilities, true Shangri-Las style 
but culturally transported, over a 
Naggingly mfectious simple-minded 
reggae beat, with some Pillow 
Talk-like sighs of passion thrown in 
for a good measure—an_ utterly 
amazing record. Not that they’re all 
dynamite on that level, but Jonathan 
King must be recognized as a true 
wizard in his field, the reigning Prince 
of Plasticity; and America is long 
overdue im its appreciation of the 
master. 
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GIORA FEIDMAN 


ABOUT THE PERFORMERS 

GIORA FEIDMAN is a fourth-generation musician or Klezmer, 
as he prefers to describe himself. He came to Israel in 1957 at 
the invitation of the Israel Philharmonic Orchestra to become its 
bass clarinetist and to join its clarinet section. He has been a 
member of the Orchestra ever since. A member of the Israel 
Philharmonic Orchestra Woodwind Quintet, he is also on the 
faculty of the Rubin Academy of Music, Tel Aviv University. 
Giora was born in Argentina, where he was graduated from the 
Conservatory of Music in Buenos Aires. Before coming to Israel, 
he was a member of the Teatro Colon Opera Orchestra. 

For the past several years, Giora has appeared regularly as solo- 
ist and has been heard often on radio and television, performing 
music ranging from the classical through the Chassidic repertory. 


AMI FRENKEL, a native of Tel Aviv, was a member of the Israel 
Air Force Orchestra before becoming a permanent performer of 
the Israel Broadcasting Services Recording Orchestra. He has 
toured throughout Europe with various Folk Music groups. Ami 
was the first bass guitarist in Israel and remembers having had 
to use cello strings when he first started since no bass guitar 
strings were then available. 


YOSSI LEVI, who was born in Jerusalem, was graduated from the 
Music Teachers’ Academy. Among his teacners there were the 
Israeli composers Yehezkiei Braun, Zvi Avni and Dr. Herzl Shmu- 
elii. He studied classic guitar with Menashe Bakish. Later he, 
too, became a permanent member of the Israel Broadcasting 
Services Recording Orchestra. 


ABOUT THE SONGS 
There’s an old proverb that says, “The girl who can’t dance 
complains that the band can’t play.” Proverbs, like Folk Music, 
are the unwritten testimony of a People. Any People. Anywhere 
and everywhere. 
Here, in this album, are melodies generally regarded as Jewish 
Folk Music. Actually, this is a catch-all phrase, for, as another 





proverb goes, “God created a world full of little worlds,” and 
the selections in this record deal with a few of those little worlds, 
among them the one popularized in “Fiddler on the Roof.” Al- 
most unconsciously, these same songs (and those being written 
now) reflect the metamorphosis of spirit in today’s Israel. 
Which brings us to the title, “Jewish Soul.” The Hebrew word 
“neshama” means “soul, spirit, life, breathing, living soul, be- 
ing.” “Neshama” is all of these. Yet the connotation in another 
proverb might add a needed nuance, “I can't sing a note, but 
| know all about it.” 

Now to get back to that girl who couldn't dance. The band she 
was complaining about was a group of musicians called “Klez- 
mers. Their job, essentially, was to make everybody happy — 
even in-laws at weddings who were, shail we say, not on 
speaking terms. Since written notes were not part of the Klez- 
mers’ musical vocabulary, improvization and embellishment be- 
came their tools. Soon on a special style developed, as imme- 
diately recognizable as Dixieland or Calypso. 

Three songs in this style are included in this album. They are 
generally called “Freilechs” (very loosely translated as “Be 
Happy.” 

Among some of the well-known folk songs included in this 
record are “Shalom Aleichem” (“Peace unto You"), a Sabbath 
song and “Yah Ribon” (“God of the Worlds”). 


“Havu Ez Latayish” comes from an operetta written during the 
19th century about several characters called “Kunee Lemels.” 
A “Kunee Lemel” means something like schlemiel — a kind of 
fool who makes his own bad luck, but who, somehow, has his 
own brand of not-so-foolish humor. The unaccompanied Impro- 
vization” is here interpreted as a prayer. 

Now for the contemporary songs, all written by Israelis. There 
is a “Melody” from Noam Sheriff's film score to “The Dybbuk.” 
"Yedid Nefesh” (God, Beloved of my Soul’) by Ehud and Sara 
Zweig, and “Sim Shalom” (‘“Send Peace”) by Yeshayahu Paikov 
were written for recent Chassidic Music Festivals held regularly 
in Israel. 
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"JEWISH SOUL MUSIC“ 


As for “If | Were a Rich Man” (Bock and Harnick), obviously no 
explanation is needed. 

Most of these tunes express something internal about the Ni- 
gun — that is, the wordless melody which was the original 
basis for most -of these songs. Words, whether prayer or 
other, were usually added as the years went by. Today's lyric- 
music combination method naturally was used for the con- 
temporary songs, though in their case, the procedure was some- 
times reversed; i.e., the text is Biblical. 


ABOUT “JEWISH SOUL” ON STAGE 

“Jewish Soul” made its Tel Aviv debut at the “Tzavta” Theatre 
in March, 1972. Since then the group has appeared regularly 
in Jerusalem, Tel Aviv, on the nation-wide Concert Circuit Se- 
ries, at the kibbutzim, villages, universities, in regular concert 
halls and on radio. 

The songs in this album have been selected from the “Jewish 
Soul” concert program. 





“This evening showed that Giora Feidman deserves his fine 
reputation and that folk music can be presented in a cultured 
way without being stuffy or played down to the audience. It 
is incredible how much he can express with his clarinet. So 
convincing that all the audience — With or without Jewish back- 
ground — is overwhelmed and drawn into the magic circle of 
the music. The performers’ sense of rhythm and timing is superb. 
The plethora of dynamic and expressive nuances seems inex- 
haustible. Giora Feidman’s presentation provides an unparallel- 
ed emotional and musical experience for all listeners. The two 
hours of music conveyed much more than just music.” 
Yohanan Boehm 
The Jerusalem Post 
August, 1972 
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SIDE 1 


MELODY FROM THE FILM “THE DYBBUK” 
(Noam Sheriff) 


1. 

2. FOLK SONG (Traditional) 

A. YAH RIBON (Traditional) 

4. CHASSIDIC SONG (Traditional) 
5. SIM SHALOM (Yeshayahu Paikov) 
6. YEDID NEFESH (Ehud & Sara Zweig) 
7. FREILECHS (Traditional) 


SIDE 2 

1. IMPROVIZATION (Traditional) 
2. SHALOM ALECHEM (Traditional) 
3. HAVU EZ LATAISH (Traditional) 
4. WEDDING DANCE (Traditional) 
5. 
6. 


AZOI TANTZMEN IN ODESSA. .. (Traditional) 
IF | WERE A RICH MAN (Bock —Harnick) 
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CHUMANN: 


In 1830, twenty-year-old Robert 
Schumann brought to an end his 
brief flirtation with “chilly juris- 
prudence.” Heidelberg held many other attractions for the 
impressionable student from Zwickau. His circle of ac- 
quaintances expanded rapidly, there were parties, dances 
and musical soirées, some of which took place at the home 
of one of Robert’s professors, Thibaut, a prominent Ger- 
man jurist “overflowing with life and spirit.” Thibaut did 
little to encourage his pupil. On the contrary, he informed 
Schumann that the demands of a legal profession ill suited 
his artistic temperament. The young man’s social life pro- 
ceeded at a fast clip, and with it came more requests for 
money. In February, Schumann sent his mother an item- 
ized account of his financial status: I also require 
money for lectures, and want books and music, all of which 
costs a terrible lot of money. Those confounded fancy 
balls, tipping various people, subscriptions to the mu- 
seum and cigars—oh, those cigars!—the piano tuner, the 
laundress, the shoeblack, candles. soap, all my dear friends 
who expect a wretched glass of beer, the man at the mu- 
seum who brings me the newspapers!” 
It was at one of those “fancy balls” that Schumann met 
Meta Abegg, the real name of the “Countess Pauline von 
\begg” to whom he dedicated his Opus 1. As in Carnaval, 
Schumann based his first published composition on the 
letters of a girl’s name. In the latter instance, the opening 
theme is A, B (the German symbol for B flat), E, G, G. 
Originally conceived for piano and orchestra, the work 
consists of the theme and five variations. The variation 
form was the rage in the first half of the nineteenth cen- 
tury when tunes from French and Italian operas, marches 
and national anthems provided subjects for flashy tech- 
nical exhibitions. It is therefore not surprising to find 
traces of the fashion of the period in the Abegg Varia- 
tions. And yet, for an opus 1, this is in some respects a 
strikingly original work. Take the theme itself. Schumann 
reversed the procedure of the day by employing a new 
melody, not an aria or popular ditty. This simple four-note 
figure is repeated sixteen times, in eight rising and eight 
inverted arpeggios. The naive modulations make for a 
charming effect. The fifth variation is in the form of a 
finale in which Schumann restates the theme not by play- 
ing, but by releasing the notes of a struck chord, one by 
one—a device he used again in Papillons. Another novel 
feature is the expert manner in which the theme is ab- 
sorbed into the musical fabric, thus permitting each varia- 
tion a color and personality of its own. 


The Abegg Variations were composed during July- 
August, 1830. On July 30th, Schumann sent his mother 
“the most important letter [ have ever written,” in which 
he deseribed his life as a struggle between poetry and 
prose, or rather Music and Law. “Now I am standing at 
the cross-roads ... My genius points towards art, which is, 
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True high fidelity creates “the illusion that the listener's chair is the most 
seat, acou 





cally, in the concert hall.” This demands clarity, 


range and, most vital of all, balance, the natural balance of the original 


os 
eee H |-F |S music, faithfully re-created. This is Westminster's “NATURAL BALANCE.” 
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FASCHINGSSCHWANK AUS WIEN, OP. 26 


ABEGG VARIATIONS, OP. 1 
ARABESQUE, OP. 18 


BLUMENSTUCK, OP. 19 


JOERG DEMUS — Piano 


Tam inclined to think, the right path... If I stick to law 
I must undoubtedly stay here another winter... If I am to 
go in for music, I must leave... at once and go to Leip- 
zig, where Wieck ... would then carry on my education.” 
By the end of August, it was all settled. Schumann left for 
Leipzig and the Wieck home. 


During the first ten years of his life as a composer, 
Schumann devoted his energies almost exclusively to the 
piano. His most important works belong to this period: 
Carnaval, Fantasiestticke, Kinderscenen, and the Fantasy 


in C. 


In 1838 Schumann traveled to Vienna to attempt to 
gain an artistic foothold in the Austrian capital. He hoped 
to transfer publication of his magazine, Neue Zeitschrift 
fiir Musik, and to interest Viennese publishers in his 
music. Then when his earnings increased, he would marry 
Clara and take her to Vienna out of the hands of her 


Barrett-like father. Although the mission failed — the 
Viennese feared “everything new, every departure from the 
lazy old rut’ — Schumann returned to Leipzig in 1839 


with a sheaf of manuscripts including three rondo pieces: 
Arabeske (op. 18), Blumenstiick (op. 19,) and Humoreske 
(op. 20); and four movements of the Faschingsschwank 
aus Wien (op. 26). 


Of the three rondos, the Arabeske is by far the most 
popular, and also the most simply planned. The recur- 
ring theme in C, marked Leicht und zart (lightly and 
tenderly), is well contrasted with a pair of Minore sec- 
tions, the first in E Minor, the second in A Minor. As in 
Kinderscenen, the work concludes with what Kathleen 
Dale (Nineteenth Century Piano Music — Oxford Uni- 
versity Press) describes as “a valedictory section in 
which the composer seems to give the listener a final 
message to turn over in his mind.” 


Schumann called Blumenstiick (Flower piece) a set 
of “variations, but not on a theme.” That is, there are 
variations within variations. The work is made up of five 
numbered sections in several keys in which themes recur 
in different guises. The juxtaposition of closely-related 
keys, and the subtle thematic changes bring to mind the 
resembling and yet unique shapes of petals in a flower. 


Although Schumann described Faschingsschwank aus 
Wien (Carnival Jest from Vienna) as a “Grand Romantic 
Sonata,” only the last movement, which he composed after 
his return to Leipzig, is cast in the sonata form. The 
opening Allegro is actually a large scale rondo in five 
parts and coda. The entire movement is dominated by a 
rhythmic pattern consisting of a quarter note followed by 
four eighth notes. After the Romance (poco andante), a 
poignant interlude in G Minor, the work skips lightly 
along with a Scherzino (allegro grazioso) in B Flat, char- 
acterized by dotted eighth-note figures. The fourth move- 


ment, /ntermezzo (molto energico) in E Flat Minor. is 
a limpid theme carried aloft on a stream of triplets. The 
broken chords contain piquant clashes of minor seconds. 
(The Intermezzo was published earlier as a separate piece. ) 
The Finale (allegro con brio) returns to B Flat and con- 
cludes with a brilliant Presto section. The “schwank” (jest) 
in Faschingsschwank aus Wien may be found in the first 
moyement where Schumann introduces the Marseillaise 
in the A Flat section a deliberate pass at the Austrian 
authorities. 


HAROLD LAWRENCE 










JOERG. DEMUS was borr 


ten, Niederosterreich on 


1929, At the age of six “a> 
the study of the piano, and since 1940 has studied ¢ 
Academy in Vienna. Mr. Demus studied theory an@~Jj 
Walter Kerschbaumer and Edwin Fischer and@ cona = 
Josef Krips. Mr. Demus made his debut at the Gese 
Musikfreunde in Vienna when he was fourteen SS 
since then has concertized at the Gesellschaft and at 
Konzerthaus. Many of his concerts have been devoted 
and Schumann cycles, and he has performed the cor., notes 
“Well-Tempered Clavier.” In 1947 Joerg Demus won the Austrian 
Mustc Award and subsequently was given the Honor Award at 
the Gesellschaft der Musikfreunde. He was also winner of the 
Bach Contest in Leipzig. 








was made at the famed Mozartsaal of 
of the Konzerthaus, Vienna, in July of 
1954, Play this recording only with a 
microgroove stylus (.001 radius) preferably with a diamond tip. 
This recording is processed according to the R.A.A. character- 
istic. Variations in listening rooms and playback equipment, 
however, may require additional adjustment of bass and treble 


controls to obtain NATURAL BALANCE, 
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Do Their Own 
Things, Like 
“59TH STREET 
BRIDGE SONG” 
‘And Do Them Best 


feelin’ 
GROOVY 


Awhile back, Harpers Bizarre was the best pop group 
in Santa Cruz, California. Now, they're spread wider. 
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bear...walk in without promoting uproariousness. 
When you can be yourself (as they are) and walk into 
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from Dickie by the uppermost 5”, which are blond. 
For thrills, Teddy thinks back to the night he sat in 


While the Peanut Butter Conspiracy got stuck in L.A., a white restaurant with a French name and $6 en- on a Frank Sinatra session. He thinks forward to a 


Harpers Bizzare spread out and became one of the 
dominant new sounds of the eon, more or less. 

But they haven’t forgotten Santa Cruz, California. 
Teddy still scrubs himself all over. And Dickie still 
wears white sweat sox with brown loafers. 

New Santa Cruz is not exactly downtown Zippy. 
It's a place to come from, but not many choose to go 
to it. Not exactly a hot bed of Psychedelphia. But if 
you are from there, you may as well live with it. 

Harpers Bizarre not only lives it, they sing it. Some 
measure of tribute to the spread of hipness in young 
America (not to mention Acapulco) is that hipness 
has, after a perilous odyssey, infiltrated Santa Cruz, 
been absorbed, and come out Feelin’ Groovy 

Example in point: Harpers Bizarre. Part of a love 
generation. Young men able to walk the street with 
longer hair. Men able to smile back at the wilted quips 
tossed their way by close-eyed members of the Santa 
Cruz Jr. C of C. To smile back at the smirks of the 
Thirties Thinkers, and at the other throwbacks to the 
heyday of Wildroot Creme. 

Their insulation from paranoia is an attitude. That 
attitude is this album. A creation of some of the more 
brilliant young talents in the New World—young men 
the likes and loves of Lenny Waronker, Leon Russell, 
Randy Newman, VanDyke Parks, Ron Elliot, Perry 
Botkin, and six others, conservatively. 

They make music which does not riot on the Sun- 
set Strip, but which is worth rioting for (which some 
have). Holding up signs on sticks for all to see, signs 
which sum up to a realization that “My Sign Loves 
Your Sign.” 

All these groovy young talents doing their own 
thing. 

And then having it accepted. At least on records. 
But also promising a day when, like “Simon Smith 
And The Amazing Dancing Bear,” Harpers Bizarre & 
Co. can walk in anywhere accompanied by a dancing 





trees and not worry the hell out of the maitre d’. 

Harpers Bizarre, unquenchably optimists, look for- 
ward to that day (their two “Come” songs), view to- 
day with some precision (‘‘Debutante’s Ball’), and 
cherry pick from the past, as in ‘“‘Happyland,” the 
amusement park that was everyone’s enchantment 
before he rounded the bend into seven years old. 

If, then, an old English poet may stand momentar- 
ily amended, 

“Beauty is youth, 
Youth, beauty...” 

The five who are Harpers Bizarre began in San 
Francisco area as a quintet called The Tikis, during 
a time, basically, when it was somehow Better To Be 
Called Tikis, than Bizarre. Now barely able to do chin 
ups over 20, they have found Public Identity with a 
perky doo-wee-ah-doo-wah ditty (‘“Feelin’ Groovy’) 
by Simon (of And Garfunkle). 

That ballad-bopper brought them along a ways, 
and seemed to call for an album. 

Vocals on the LP are chiefly by Ted Templeman 
(22) and Dickie Scoppettone (21). Support is sup- 
plied by bassist Dick Yount; the lead guitar of Eddie 
James; and drummer John Petersen. We hate long 
bios, but in case you want to fall in love with any of 
these Bizarres, you should know what you're falling 
into, so: 


Dickie Scoppettone is 5’8” and some day wants to 
own a big (gargantuan) house. Until then, the most 
amusing experience he can recall is the day he gave 
a young fan (who wanted a keepsake) half a cigarette 
butt. She became “extremely irritated” and threw it 
away. Other fan tips: Dickie adores Italian pretzels, 
chocolate hotcakes, and greasy burnt eggs. 


Teddy Templeman is the group’s most versatile 
musician (drums, guitar, trumpet, counterpoint, lar 
ynx). He, too, is 5’8” tall, but can be distinguished 
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Ferrari Berlinetta with B. Bardot beside him. His zip- 
piest beverage is beer (also sody pop), and he claims 
the best advice he ever received was “keep writing 
and sing high.”"A good boy, Teddy has. 


Dick Yount chuckles a lot about his brother, Gale. 
Gale likes to travel with the group when Dick's on the 
road. Then the Groupies that get worked up at the 
show attack Gale, thinking he’s part of the show. So 
Gale's losing buttons and hair. He runs, yelling, “I’m 
nobody! I’m nobody!” Dick, alas, is nervier. He 
searches for life’s luxuries, like a credit card with 


somebody else’s name on it. He is 5’11”, a surpris- 


ing height considering he once shrank in fear while 
flying from Guadalajara to L.A. on a Mexican airplane. 


Eddie James (6'0”) would, if he could do anything 
in the world, fly like Superman (a respectable ambi- 
tion in these Days Of Doubt). Perhaps also a neces- 
sity for a young man who once dared play San 
Francisco’s Cow Palace dressed in Bermuda Shorts. 
He too, is Good, not believing (to date) in smoke or 
drink. More of a sea shore type. Eddie wants some- 
day to have a gaff-rig schooner. His worst habit is his 
straight-forwardness. His best quality is his straight- 
forwardness. 


John Petersen came along from The Beau Brum- 
mels to join the Bizarre, and spoiled a lot of photo- 
graphs by being 6’3”. But then John sounds tall, 
especially while drumming. John always seems to 
drum, especially when he's talking to someone. For 
novelty’s sake, John has a degree in hotel and restau- 
rant mgmt. (which makes his parents feel secure, 
we're sure), He probably needed security, having 
joined the musicians union at 13. 

Such, indeed, are the makings of Harpers Bizarre. 
Indeed, such are the makings of the future, 

— Stan Cornyn 
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HARPERS BIZARRE ARE ALSO CALLED EDDIE JAMES, DICK YOUNT, JOHN PETERSEN, DICKIE SCOPPETTONE, AND TED TEMPLEMAN, IN THAT ORDER. 


Side One: 


COME TO THE SUNSHINES 
(Piano: Van Dyke Parks) 
2:32 BMI 


HAPPY TALK? 


2:13 ASCAP 


COME LOVE? 


2:00 ASCAP 


RASPBERRY RUG} 

2:20 BMI 

59TH STREET BRIDGE SONG 
(FEELIN’ GROOVY)! 


2:34 BMI 


Side Two: 


THE DEBUTANTE’S BALL? 
(Piano: Randy Newman) 
3:03 BMI 


HAPPYLAND?2 
2:15 BMI 
PETER AND THE WOLF4 


1:57. BMI 


| CAN HEAR THE DARKNESS? 

2:00 BMI 

SIMON SMITH AND THE AMAZING 
DANCING BEAR? 


2:15 BMI 





PRODUCED BY LENNY WARONKER 
Arranged by Leon Russell!, Randy Newman2, 
Perry Botkin Jr.3, and Ron Elliott. 


Recording Engineer: Lee Herschberg / Photos: 
Jim Marshall / Art Direction: Ed Thrasher 
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Get Me To The Church On Time — 2°15 





; Eddie Davis, tenor; Bill Adkins, 
g; Eric Dixon, tenor and flute. , 


In January of 1970 the Count Basie orchestra 
embarked on a venture unique in the history of jazz. 
The band was hired to provide nightly musical 
sustenance for voyagers on a ten-day cruise of the 
West Indies aboard the Queen Elizabeth II. 


Having been one of the lucky passengers to see and 
hear that successful initiative carried out, | was 

able to observe at first hand the various reasons 

for the continued success of the Basie phenomenon. 
The passengers were, in effect, a microcosm of the 
Basie audience all over the world. Among them were 
musicians and laymen, the square and the hip, the 
young, middle-aged and elderly. 


| suppose part of the Count's secret is that his 
music, easily assimilable for ears that cannot relate 
to certain hard-rocking contemporary sounds, has 
picked up new adherents as it went along, while 
losing comparatively little of its old following. The 
pristine values of the band have survived — loyalty 
to the beat, an immediately identifiable rhythm 
section, first-class mainstream soloists, arrangements 
that derive’from the classic brass-vs.-reeds tradition 
that goes all the way back to Fletcher Henderson. 


The presentyalbum is unusual in that it belongs in 
none. of the categories associated with the band's 


. recordings in recent years. It has no one special 


| 


theme (such as a collection of Beatle tunes); it does 
not present the band in tandem with a singer; nor 

is it a set of original instrumentals. Instead, it applies 
the Basie treatment to familiar compositions that 

are all, in the best sense of the word, standards. 


‘The standard song, whether from Tin Pan Alley or 


orge Duvivier, bass; Harold Jones, 
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When Sonny Gets Blue — 3'43 


On The Sunny Side Of The Street — 2'15 


| Didn’t Know What Time It Was — 2’11 
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some particular source such as a motion picture, 
television show or Broadway musical, has always 
provided a rich source of material for jazz musicians. 


More than a half century ago, the Original Dixieland 
Jazz Band reached out beyond its self-made jazz 
library to incorporate such pop songs of the day as 
Indiana, Margie, Alice Blue Gown and'I’m Forever 
Blowing Bubbles, all of which were to survive » 
through the decades as jazz and pop standards. - 
Chicago, the oldest song in this set of Basie retro- 
spections, was recorded during the swing era by 
everyone from Duke Ellington and Earl Hines to 
Benny Goodman and Coleman Hawkins. 


The trick in. reviving vintage songs in the 1970s is to 
retain their character, melodically and harmonically, 
without losing the essence of. the performers’ 
personality. To insure the attainment of this objec- 
tive, Basie was wise in selecting Arturo (Chico) 
O'Farrill. Born in Havana, Cuba of an Irish father and 
a German mother, Chico came to jazz prominence 

in the late 1940s and early '50s as a writer for Benny 
Goodman (Undercurrent Blues), Dizzy Gillespie 
(Manteca Suite) and Stan Kenton (Cuban Episode): 


Chico's association with the Count began in 1965, 
a couple of years after his return from Mexico, where 


_ he was based for several years. His instinctive 


feeling of what was right for the band, along with 
his abjlity to translate unlikely material into Basie- 
like terms, ted to such commercially viable products 
as Basie Meets Bond and the first Basie Plays The 
Beatles compendium. ; 


“I first met Chico in New York,” Bill Basie recalls, 
“through my record producer, Teddy Reig. We had a 


little talk about what | wanted, but he really didn't» 
need to be told too much — he had everything 
figured out.” | : 


This collection. of new charts by Chico is of special 
interest in that there were no pressures of any kind 
applied in the selection.of material. , Teddy and | 
just picked out tunes that seemed right for the 
band,” says Basie. ‘They all have good melodies, 
good chord changes, and to the best of my recollec- 
tion | never recorded any of them before, although 

| seem to remember that in 1939, when Day In Day: 
Out was a new song, Helen Humes used to sing 

it with us on one night:stands.” ‘ 


The sessions that produced these records were 
unusual in another respect. Because the band was 
going through some personnel changes, four musi- 
clans took part who do not work regularly with the 
orchestra, : 
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The trumpet section was enlivened by the ihéshe, 
of a veteran alumnus, Joe Newman. First heard with 
Basie in 1943-6, Joe rejoined in 1952 and remained 
almost continuously until 1961, since when he has | 
been a highly successful free Jlance musician in New 
York. In the trombone team the special guest is 
Buddy Morrow, a Goodman, Shaw, Tommy and (A 
Jimmy Dorsey graduate who led his own big band 7’ | 
in the ‘50s. 


With Bill Adkins playing the lead alto sax chair once 
occupied by Marshall Royal, the other alto man on 
this date was Jerry Dodgion, a soloist of beguiling 
fluency whose credits include stints with the Gerald 
Wilson, Benny Goodman and Thad Jones-Mel Lewis 
orchestras. The fourth non-regular on these sides 

is bassist George Duvivier, who recorded with Basie 
in the late ‘50s. . 


Chicago, the opener, is instilled with vigorous new 
life as Harold Jones sets the pace during his intro- 


#) 
U 
ductory breaks. Jones joined the band on Christmas 
Day of 1967. This was one of the best Christmas 
{ 
| 


presents Basie could have asked for; he has galvani- 


‘ zed the-ensemble like no percussionist since Gus 


Johnson in the early 50s. While Basie is soloing in 
the second chorus, the rest of the incomparable 
rhythm section comes into sharp focus, seemingly 
built around the leader and the indispensable sound 
of Freddie Green's acoustic guitar. A Basie man - 
since 1937, he is the only sideman to have survived 
all the changes of personnel and stylistic upheavals. 


Eddie Lockjaw Davis is another valued participant 
here and on several other numbers — most notably a 
couple that are built around.his Brobdingnagian, 
booting sound: Together and Bewitched. By a sheer 
coincidence the latter is one of three Rodgers and 
Hart songs included; the others, both vintage 1937, 
are Have You Met Miss Jones? and The Lady Is A 
Tramp, the latter featuring Eric Dixon's spirited, 
sensitive flute work and the alto of Jerry Dodgion. 


Dodgion and Dixon reappear on I’m Getting Senti- 
mental Over You, to which Basie contributes an 
introduction with a Fats Walleresque flavor. The 
muted sound of Joe Newman is introduced in Day 
In, Day Out, another track that illustrates Harold 
Jones’ powerful facility for kicking and driving the 
entire ensemble. : c 


Get Me To The Church On Time was included 
because, as Basie says, “‘It reminds us of the nights 
in Las Vegas when we were working with Frank 
Sinatra and he used this song as.an opener.” The 
voracious bite of the Basie brass is effectively heard 
on When Sunny Gets Blue. Published: in? 1956, this 

is the youngest of the 11 songs. Buddy Morrow, the 
principal soloist, lends his rich timbre:to the Marvin 
Fisher melody. Also up front here is Bill Adkins, 

ih his sole emergence from the reed section. (All 
other alto solos are by Jerry Dodgion.) 


On The Sunny Side Of The Street, now 40 years old 
but hiding its age beautifully, has the leader loping - 
along in the first chorus, stepping back while saxes 
and brass tear into the release. Together, as noted, 
isone of the Lockjaw Davis specials; he recorded 

it some 15 years ago on a combo date of his own. 
(His other solo speciality, Bewitched, also is a rerun; 
teamed with Bill Doggett, he turned into the first 
major organ-and-tenor sax hit some years back.) 


~ Finally there is Frank Loesser's If | Were A Bell, from 


the 1950 Broadway show Guys And Dolls. Again 


O'Farrill’s skill in voicing the parts, his gift for 


bringing to the forefront the band's unquenchable 
vitality, is brilliantly displayed. : 


Summing up his reaction’on listening to a playback 
of the tape, Count Basie (never a man of many ~ 
words) put it all in a nutshell. : 


“We had our freedom of choice — nobody fenced us . 
in on what to do or how to do it. It gave-us a.real 
chance to show that we're still trying." , 


And, one might add, to show how little the band 
seems to be trying. That; too, is central to the - 
mystique of the Count Basie story. - x 


Leonard Feathers\ | 
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GIAMPAULO BIAGI 
Drums 





BUCKY CALABRESE 
String Bass 
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BOBBY PRATT 
Piano 







g= 


PETE COMPO 
Violin 


AT THE WEST END CAFE, NEW YORK CITY 


SIDE 1 


Blues in the Closet, Osear Pettiford 
When It’s Sieepy Time Down South 


6:15 
3:00 


Leon and Otis Rene and Clarense Muse 


Deep Night, Charles Henderson 

No Moon At All, Redd Evans and 
Dave Mann 

Undecided, Charlie Shavers 


SIDE 2 


Makin’ Whoopee, Walter Donaldson 
Nakasaki, Henry Warren 
But Not For Me George Gershwin 


In The Wee Small Hours of the 
Morning, Dave Mann 


CREDITS 


Live two track recording engineering: Doug Pomeroy 
and Nelson Wong 

Photographer: Sabrina Taylor 

Cover Art: Larry Kelsey 

Liner Layout & Typography: Madeline Sloan 
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5:10 
5:13 
7:35 
3:45 


The relationship between jazz and the violin has 
always been tenuous. Initially there seemed to be no 
place in jazz for the violin even though the dance bands 
of the World War | years and the 1920s all carried one 
or more violins. But the instrumental basis for jazz 
came, initially, from the street bands that marched 
around New Orleans which had no use for a violin— 
or, for that matter, for a piano which is one reason why 
the history of the piano in jazz is, in its early stages, 
separate from the ensemble of horns and rhythm in- 
struments. Even after almost a century of jazz develop- 
ment, the violin is still a less than common instrument 
in the music. 

When Pete Compo became a professional musician, 
he had no intention of bridging whatever gap there 
might be between jazz and the violin. He spent his first 
27 years as a professional playing the double bass, 
although, like another renowned bassist, Milt Hinton, 
Pete had started his musical studies on the violin. 

“When | was a kid,”’ Pete was saying recently, ‘‘you 
were a sissy if you played the violin. So, in my senior 
year in high school when they asked for volunteers to 
play the bass, | not only volunteered but | was so anx- 
ious to get away from the violin that | learned and 
started playing the bass right away.”’ 

For almost three decades he plucked and bowed his 
bass with such big bands as Charlie Barnet’s, Claude 
Thornhill’s and Billy Butterfield’s and with small groups 
led by Herbie Fields, Red Allen, Gene Krupa, Willie the 
Lion Smith, Hot Lips Page, Pee Wee Russell, Max 
Kaminsky, Duke Jordan, Gene Roland, Dill Jones, Dick 
Sudhalter and Eddy Davis. 

But after 27 years as a bassist, it occurred to him that, 
while he stayed in the background, he made a lot of 
soloists sound good. Now he wanted his turn up front. 
So he returned to the violin, more appreciative of its 
possibilities than when he had left it, and he now works 
as both a violinist and a bassist. 

Pete’s ideal on the violin is Stuff Smith, with whom 
he once played as a bassist. 

“lL also like the violin solos that Ray Nance played 
with Duke Ellington’s band,”’ sai¢.Pete. ‘But Stuff is 
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truly the guy for me. He’s down home and he lets it 
all hang out. | had grown to like Svend Asmussen and 
Stephane Grappelli, but when | started playing the violin 
| thought they were too flawless. | don’t want to sound 
like | came from a conservatory because | don’t. | want 
to play violin as though it were a saxaphone.”’ 

This collection—a night with Pete’s quartet at the 
West End Cafe, the colorful New York jazz room just 
across Broadway from Columbia University—shows the 
diversity of material that Pete uses as a basis for his 
jazz violin: A mixture of blues, jazz tunes, old and new 
ballads as well as old and new jazz styles. 

The opener, Blues in the Closet touches a lot of 
bases—an unintentional but unavoidable pun. It was 
written by the great bassist Oscar Pettiford and, as 
might be expected, it was created in terms of a bassist’s 
imagination. Pete thinks of performance as a tribute to 
Pettiford as well as an opportunity to play the blues and 
to place himself at the modern end of his personal spec- 
trum. Pete mixes his pizzicato and arco playing on this 
tune, as he does all through the set, and at the same 
time he keeps changing the order of solos to avoid the 
monotonous predictability of rotation that many groups 
follow. 

He takes ballads from two generations of crooners— 
Rudy Vallee’s 1929 hit, Deep Night, and Frank Sinatra's 
In the Wee Small Hours of the Morning from the 1950s. 
He remembers Louis Armstrong with Sleepy Time Down 
South, Eddie Cantor with Makin’ Whoopee and Nat King 
Cole with No Moon At All, an unusual mixture of the 
familiar and rarely heard. 

In both cases, the tunes take on a fresh sound not 
just from Pete’s personal use of the violin but from the 
presence on piano of Bobby Pratt, a musician who is 
best known as a trombonist but, as he shows here, is 
an unusually enlivening pianist as both soloist and ac- 
companiest. Along with the veteran bassist Bucky 
Calabrese and the increasingly impressive drummer 
Gaimpaulo Biagi, Bobby Pratt gives Pete Compo the 
kind of supportive setting that Pete, as a bassist, has 
given to the many soloists that he has played behind. 

— John S. Wilson 
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DUKE ELLINGTON was a master in the science of ordering 
tones in succession — combination — blended in temporal relation 
. .. producing compositions of unity and continuity. 


The longevity of his creative musical aptitude is guaranteed. 
History will — without doubt — record DUKE’s efforts for posterity. 


This Album is a tribute to DUKE . . . one of the world’s finest 
musicians and a composer of eminent stature. The numbers have 
been selected with great care and are presented with delicacy to 
emulate the emotionalism of the — Elegant ELLINGTON Manner. 
Tunes — softer than the touch of silk . .. rhythmical swing smoothness 
... all hinting at a feeling of a touch of the DUKE — himself. 


Throughout his career, the DUKE maintained an element of 
proleptic consistency . . . 


Consistency of creativity . . . that never diminished . . . 
Consistency of freshness . . . that never staled... 
Consistency of energy . . . that never wearied .. . 
Consistency - itself . . . that never faltered 


His music is representative of an ageless era — and — the 
DUKE’s unique style will never become dated. Music — light or heavy 
... up or down tempo — was always an emersion of harmonious sound 
... unparalleled. His style has been copied and imitated . . . His music 
re-arranged and re-recorded... but... . the closest you will come to 
capturing the DUKE’s sound is presented on this Album. . . presented 
by musicians who played with the DUKE for numerous years — and 
— comprised the ELLINGTON BAND. 


Musicians marked with an individual elegance have joined 
together . . . in an elegant session . .. honoring an elegant man... in 
the individual — yet familiar — Elegant ELLINGTON Manner. 


SHELBY MEADOWS ASHFORD 
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SIDE 1 
1. BETWEEN SOME PLACE, GOIN’ NO PLACE 


2. A FLOWER IS A LOVESOME THING 
3. THE MEXICAN BANDIT 


4. LOVELINESSENCE 
SIDE 2 


1. ACCENTUATE 
2. CHELSEA BRIDGE 
3. SUMMERTIME 


4. LIKE DIG 
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Side 1: 


1. Mein Odem ist schwach 


MAX REGER 


(1873-1916) 


THREE MOTETS, Op. 110 


Side 2: 


2. Ach Herr, strafe mich nicht 


(beginning) 


On October 25, 1947, Elsa Reger, then the seventy-seven year- 
old widow of the composer, opened the Max Reger Institute at 
Bonn. Its purpose was to perpetuate Reger’s memory, to safeguard 
the traditional performance of his work, to further such artistic 
and scientific endeavours as would have found his approval and 
to support composers who were his pupils or otherwise worked 
under his influence. Annual prizes were to be offered on his 
birthday, alternately for musicological works and for compositions: 
the first prize for a composition (a chamber work) was awarded 
on March 19, 1948, the seventy-fifth anniversary of Reger’s birth. 


It would seem as if posterity finally awarded Reger the 
recognition and plaudits so cruelly denied him throughout his 
working life. For the most part, the life of Max Reger (1873- 
1916) was laborious and full of strife, but in his later years full 


of success also. The outward honors which fell to him — he was 
General-musikdirector, Hofrat, professor and honorary doctor of 
two universities — had little value for him. Life for him was 


an uninterrupted period of study and labor, and the only merit 
he saw in his successes was that due to unremitting toil. To the 
great masters of the past he looked up with the profoundest 
veneration. The question whether he would ever be counted 
among them he calmly left to the test of time. 


The hostility from which Reger suffered in his lifetime was 
due to a widespread misconception of his technical procedures, 
and it would have amounted to a tragedy for him if he had not 
to a great extent shared in it himself: Reger was persecuted as 
a subversive innovator, and no doubt thought he was made to 
bear the martyrdom inflicted on all who defend new ways and 
means in art. True, none but fools not worth taking seriously 
could have overlooked the fact that in his handling of musical 
form he was a rigid traditionalist; and it seems inconceivable that 
anyone who studied, for example, his numerous piano pieces, 
could fail to see that they look back to the minor German 
romantic lyrists of the keyboard — such composers as Adolph 
Jensen and Theodor Kirchner. But he was regarded as a revolu- 
tionary harmonist, and he seems to have accepted that view, 
though he could surely have demonstrated, had he chosen to do 
so, that no chord is to be found anywhere in his music that 
could not be traced somewhere in Bach. Reger might then have 
gone on to say that what was new in his work was not his 
harmony but his way of progressing from chord to chord. That 


Timings: 
Side 1: 15:05 - 9:20 / 24:30 
Side 2: 8:09 - 8:25 / 16:39 
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2. Ach Herr, strafe mich nicht 
(conclusion) 


3. O Tod, wie bitter bist du 


N.C.V.R. Vocal Ensemble, Hilversum 
MARINUS VOORBERG, Director 


would not have been quite true, however. His progressions are 
capable of being explained by orthodox harmonic analysis — so 
long as they are progressions at all. What was new about his 
way of writing was that it often scorned any sort of rational 
progression and took to a manner of modulation which linked 
chord to chord by a series of jerks — and unfortunately the 
manner degenerated into a mannerism so often repeated as to 
become tiresome at best or unbearable at worst, according to 
taste and prejudice. 


Reger's modulatory procedures are worth illustrating, though 
brief and simple examples are everywhere apparent in his works. 
For example, the peculiar nature of the works recorded here — 
the a cappella choral writing masking very complex chromatic 
progressions — enhance the peculiar harmonic structures on which 
Reger built his works. Actually, there is nothing in all of Reger, 
apart from some very crude and unsatisfying harmonic sounds, 
with which fault can be found technically, much less anything 
that can be described as a harmonic audacity. 


In justice to Reger it should be said that he could, of course, 
modulate with great skill and originality when he chose, as in 
the grandly humorous Variations On A Theme By Hiller for 
orchestra. What annoyed his contemporaries was his loose string- 
ing together of chords with pretense of making new discoveries; 
but they themselves were to blame for not noticing that he was 
only playing a game of his own devising with old material. In 
this sense, Reger can definitely be called the first of the neo- 
classicists. 

Reger unquestionably wrote too much music, and almost every 
work of his, except for many of the songs and choral pieces 
(including the Op. 110), is stuffed too full of notes and especially 
of accidentals. His work on the whole is oppressively deficient 
in light and air. But he was in a sense a great as well as a too 
abundantly creative musician. What has earned him lasting re- 
spect — if not much affection outside his own country — was not 
his pretended newness nor any fundamental originality, but his 
tenacious upholding of the great traditions in composition, based 
mainly on a study of Bach's art in all its bearings. 


Specifically, the Motets Op. 110 rank among their composer's 
most ingratiating and beautifully-textured works. 1 can recall no 
other piece of music, aside from Schubert's Quintet Op. 163, 
which is purely instrumental, containing such luscious five-voiced 
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textures and vocal colorings. The texts are quite serviceable and 
obviously, inspired Reger to some of his finest vocal writing. 
Scored for two soprani, alto, tenor, and bass, the Motets Op. 110 
run an emotional gamut from extreme serenity, gravity, and 
devotion (Nos. 1-2) to overwhelming joy and brilliance (No. 3). 
By their evidence alone, Reger must rank as one of the most 
spiritually profound and religious composers of early twenticth- 
century Germany. 


For all the talk one hears of Reger’s overloaded textures and 
bombastic scoring, the Motets Op. 110 belie this obvious foolish- 
ness. While I have stated that their harmonic structures are 
complex, the vocal textures, on the contrary, are the most deli 
cately precise in the composer's output. The novice to Reger’s 
art should carefully study the balanced voice-entries at the start 
of the second motet, in which the prayer for mercy is uttered 
softly, in an almost supplicating tone, and yet produces an effect 
of unbearable power and strength. Indeed, this second motet is 
one of the finest, most powerful vocal pieces Reger ever produced: 
at times, the sheer beauty of the vocal writing and the tension 
of the harmonic progressions are almost unsupportable (for ex- 
ample, listen to the terrifying outburst in Measure 75 on the 
word ‘‘Grimm’’). 


Why are these works not performed more often? Outside of 
Germany, it is very difficult for musicians and music lovers to 
obtain copies of Reger’s vocal works. The stupendous Ausgabe 
now under way fs available to those people and musical institu- 
tions wealthy enough to be able to purchase them: the private 
individual, on the other hand, has no recourse (as, frankly, had 
the present writer) but to delve into the collections of old 
libraries and reconstruct, from crumbling short scores and parts, 
the many undiscovered and unperformed musical treasures form- 
ing a substantial portion of Reger’s output. As was stated above, 


I am of the opinion that the Reger which will endure — outside 
of his native land — is the Reger of the monumental organ 
works, the Reger of the songs and choral pieces. Apart from the 
most popular pieces — the sets of variations on themes by 
Mozart and Hiller — the bulk of Reger’s output is ignored in 
this country. Musicians need to become acquainted — through 
popular editions and on an intimate level — with those works 


by the composer (including the Op. 110 Motets) which for too 
long have lain shamefully neglected. 


MARK GANTT 


Recorded by BARENREITER 
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MAX. REGER 


MOTETS, Op. 110 


MEIN ODEM IST SCHWACH 


Mein Odem ist schwach, 
und meine Tage sind abgekurzt, 
das Grab ist da. 


Fubrwarr, Gespott umgibt mich, 


auf ihrem Hadern muss mein Auge weilen, 


Sei du selbst mein Burge bei dir, 

wer will mich sonst vertreten? 

Wie stehet du dem bei, der keine 
Kraft hat, 

hilfst dem, der keine Starke in 

den Armen hat! 

Wie gibst du Rat dem, 

der keine Weisheit hat, 

und tust kunk Verstandes die Fulle! 
Aber ich weiss, dass mein Erloser lebet, 
und er wird mich hernach aus der Erde 
aufwecken, 

aber ich weiss dass mein Erloser 


lebet. 


My strength is weak, 

and my days are numbered; 

my grave prepared, 

and I am mocked and scorned, 
my eyes behold my scoffers. 

Be Thou my shield against storm, 
else who will defend me? 

Stand by those who have no 
strength, 

stand by those whose arms 

are weak! 

How those are given knowledge 
who possess none; 

how those are made glad of spirit! 
But I know that my Redeemer lives, 
and he will take me from this 
Earth, 

for I know that my Redeemer 


lives. 


ACH, HERR, STRAFE MICH NICHT 


Ach, Herr, strafe mich nicht 
in deinem Zorn, 

und zuchtige mich nicht in 
deinem Grimm, 

ach, ach, Herr, sei mir gnadig, 


erhore mich, wenn ich rufe, 


O Lord, do not punish me 
in Thy wrath, 

do not swallow me up in 
Thy great anger! 

Be merciful to me, O Lord, 


hear my plea, 


ich bin schwach, 

Gott, Gott, Gott, meiner 
Gerechtigkeit, 

der du mich trostest in Angst 

erhore mein Gebet, 

denn ich bin schwach. 

Ich liege und schlafe ganz in Frieden, 
denn allein du, Herr, hilfst mir, 
das ich sicher wohne. 

Ich bin so mud vom Seufzen, 

mein Schild ist bei Gott. 

Herzlich lieb hab ich dich, 

Herr, meine Starke, 

du tust mir kund den Weg zum Leben, 
vor dir ist Freude die Fulle, 


vor dir ist Freude ewiglich. 
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for I am weak, 

Lord, Lord, Lord. 

I beg for mercy 

that Thou might comfort me 
and hear my prayer, 

for I am weak. 

I lie here sleeping, quite at peace, 
for You alone, Lord, help me; 
By Your Grace I live alone. 

I am so weary of suffering, 

my Saviour comforts me. 

I love the Lord with all my heart 
Lord, my Strength, 

You alone make easy my life for me 
before You is joy everywhere, 


before You is joy eternally. 


O TOD, WIE BITTER BIST DU 


O Tod, wie bitter bist du, 

wenn an dich gedenket ein Mensch, 
und auf Sorgen lebet; 

wenn an dich der gute Tage hat 

und dem es wohl geht in allen Dingen 
und wohl noch essen mag! 

O Tod, wie wohl tust du dem Duftigen, 
der da schwach und alt ist, 

der in allen Sorgen steckt und 

nichts Bessers zu hoffen noch 


zu erwarten hat. 
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O death, how bitter art thou, 

when mankind ponders thy nature: 
when mankind lives in pain. 

To he whom life has shown blessing 
and has a future full of joy 

how bitter art thou, death! 

O death, how bitter art thou, 

for those who are old and weak, 
who live only in suffering 

and can hope for no happier 


tomorrow! 
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The earliest example of a keyboard duet, A 
Verse for two to play on one Virginal or Organ, is 
by Nicholas Carlton, an early 17th century English 
composer. The genre, however, did not really begin 
to mature until the late 18th century, with the four- 
hand works of Mozart. Virtually all the important 
composers of the later 18th and 19th centuries made 
some contributions, butit remains a neglected corpus 
of work. 

Four-hand music is chamber music, to be sure, 
but that does not entirely explain the neglect. The 
intimacy of the ensemble is perhaps the key: two 
players sharing one instrument. The degree of co- 
Operation necessary to a convincing performance 
is thus unique in chamber music. 


Brahms: Variations on a Theme by Schumann, 
Op. 23 

Brahms based two sets of variations on themes by 
Schumann: Op. 9, for solo piano, and Op. 23 for 
piano duet. The Op. 23 set dates from 1861; his pre- 
occupation with the variation form at this time — 
a product of his absorption with earlier forms — 
is evident from the number of early compositions 
in this style. Besides Op. 9, there are two sets of 
variations comprising his Op. 21; Op. 24 is the magni- 
ficent Hande/ Variations; Op. 35 is the brilliant 
Paganini Variations; Op. 56 is the Haydn Varia- 
tions, extant in an arrangement for two vianos as 
well as for orche:tra. 

Schumarn wrote the theme of what as to be- 
come Brahms’ Cp. 23 in February 1854, shortly 
before his attemp ed suicide. It was his ‘‘last inspira- 
tion,’”’ and he bel eved the inspiration to have come 
from Mend:lssohr and Schubert, althoug! it closely 
resembles ihe theme of the slow mover’ ent of his 
own Vio in Conce ‘to. Most strikingabout the theme 
is ics utter simplicity; it is in two sectio) s, the first 
having two phiras2s of eight bars each, |he second 
having one longer phrase of twelve bars ‘vhich sub- 
divide into three groups of four. There are no sur- 
prises; harmonica:ly it moves from tonic t>» domi- 
nant and back. 

Throughout the set, Brahms adheres clcisely to 
phrase structure of the original theme. Only in the 
last variation (No. X) does he alter the structure of 
the first section: instead of two phrases of eight 
bars each, there is one of eight followed by one of 
six which is repeated. Likewise, all the variations 
have a repeated twelve-bar phrase for the second sec- 
ond section with the exception of Nos. II and IV, 
which have 13 bars, and No. X which has 14. 

The theme is in EP major and Brahms remains in 
this key through Variation III. Variation | adds a 
delicate figuration to the theme, but does not de- 
part from it. The second variation, however, retains 
a structural relationship to the theme, but is rhyth- 
mically more marked and much thicker in texture. 
Variation ||! alters the theme by melodic embellish- 
ment in the primo, while being rhythmically at odds 
with the arpeggiated chords of the secondo. 


oe ED, 
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Variation |V hasa change of mode — to EP minor 
- and departs texturally from the others with its 
canonic writing and increasingly rapid rhythmic 
figure in the bass. No. V not only has the first key 
change — to B major — but also the first metric 
change, from 2/4 to 9/8; it has an altogether differ- 
ent character from the preceding variations, lighter 
and more dance-like. Variations VI and V1| return to 
Eb major but are otherwise sharply contrasted. 
No. VI is just the slightest bit pompous with its 
persistent dotted figure and bass octaves, while 
No. VII, in a different meter, is rather wistful. 

Variation VIII, in G minor, has a tune recall- 
ing gypsy melodies. The ninth variation, in C 
minor, is the climax of the set, more orchestral 
than the others and with sweeping scales which 
seem to tear the listener, rather than lead him, 
from one thought to another. These two departures 
from the tonic effectively prepare for its return in 
the somber finale, a funeral march with chords in 
dotted rhythms suggesting horns over a drumlike 
roll in the bass. Repeated treble BPs in the middle 
section produce the effect of bells. The lower part 
has dark modulations in the last section over which 
the theme returns, a final homage to Schumann, 
with indescribable poignancy. 

Brahms’ variation techniques in this set are simi- 
lar to those of his other sets: figuration, intensifica- 
tion of rhythm, canonic techniques, contrasting 
textures. This set, however, is more intimate and 
restrained than the larger, more brilliant sets based 
on themes of Handel and Paganini for piano solo. 


Rachmaninoff: Six Pieces, Op. 17 


These pieces represent Rachmaninoff’s only major 
contribution to duet literature, although his works 
for two pianos are well known. They were written 
in 1894, two years after he graduated from the 
Moscow Conservatory. His style is as yet unsettled, 
but the pieces -— with the exception of the 
Waltz — are unmistakably Russian and unmistakably 
Rachmaninoff. 


1. Barcarolle - G minor 
2. Scherzo - D major 
3. Russian Theme — B minor 
4. Waltz - A major 
5 Romance - C minor 
6. Slava - C major 
Except for the Scherzo and the Waltz, the pieces 


are monothematic. The Barcarolle is based on a 
short, syncopated, descending motive building to a 
climax with brilliant cascades of sound, but sub- 
siding to a quiet close. The Scherzo is structurally 
the most interesting of the pieces with its sharply 
contrasting rhythmic ideas and irregular phrase 
lengths. It is also harmonically unstable; although 
it is in D major, it opens with a lowered seventh 
which leads to a half-diminished chord, and it is 
only after several bars that the tonality is established. 
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The Slava melody is familiar from the third 
movement of Beethoven’s Quartet Op. 59, No. 2, 
and especially from the Prologue to Boris Godunov 
of Mussorgsky. It has the simple majesty of a nation- 
al hymn and Rachmaninoff’s treatment of it is, 
perhaps, a tribute to his homeland. The theme is 
introduced unaccompanied; in successive sections, 
it is treated in a variety of ways, building in intensity 
to a section marked “Allegro di molto,” which 
suggests trumpets and horns. Following this, the 
theme appears in augmentation in the secondo with 
brilliant trills in the primo. The last section — 
Grave — fragments the theme and ends in a burst 
of color. The demands on the piano for coloristic 
effects nearly exhaust the resources of the instru- 
ment. It is interesting to note that Rachmaninoff 
never again wrote for piano duet, turning instead 
to two-piano works which offer wider possibilities 
in the realm of sonority. 
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SIDE 1. (22:54) 
ERNEST BLOCH (1880-1959) 
CONCERTO FOR VIOLIN AND ORCHESTRA (32:41) 


|. Allegro deciso (17:03) 
Il. Andante (5:44) 
Ill. Deciso (9:54) ON SIDE 2. 


This work completes the trilogy of “concerti” for Bloch’s 
favorite instruments: the cello in Schelomo, the viola in the 
Suite Hebraique, and finally one for his beloved violin. (He had 
written a violin concerto in his youth while he was studying 
with Ysaye but recognized it to be an artificial display piece 
and suppressed it.) The mature concerto was begun in 1930 
but, with frequent interruptions, was not completed until 1938. 
The premiere was late that year with the Cleveland Orchestra 
Mitropoulos conducting and Szigeti as soloist. The 
relationship betwen Bloch and Szigeti went back to 1909 when 
Bloch conducted and the teen-aged Szigeti played the 
Mendelssohn Concerto. When Szigeti became world-famous, 
he was an indefatigable champion of Bloch’s compositions, 
and no other violinist could have been considered for this 
concerto. (It was recorded by Szigeti in 1939.) 

From an interview when Menuhin recorded the concerto in 
1964: What were his first memories of the Violin Concerto? 
Menuhin smiled. “Let me tell you,” he said, “about the Big 
Wait. The Concerto came out in 1938. | was in London at the 
time. | got the score and was greatly taken by it. One thing 
that impressed me was the contrapuntal writing. Did you know 
that Bloch, when he was well over fifty, with years and years of 
composing behind him, started studying counterpoint all over 
again? When | knew him in Paris, he was putting in four or five 
hours a day, like any conservatory student, writing 
contrapuntal exercises and fugues. He did this to improve his 
technique and his mastery of form. You see the fruits of it very 
plainly in this concerto. 

Coming back to 1938: In my enthusiasm, | telephoned the 
Powers That Be from my hotel and said, ‘This is a wonderful 
work! | love it! | must record it immediately!’ There were 
sympathetic noises from the other end of the line. They'd be 
delighted, they said, but unfortunately a recording has already 
been arranged with Szigeti, Charles Munch and the Paris 
Conservatoire Orchestra. There just wouldn't be sufficient 
demand for a second version. However, they’d bear my 
request in mind. And so they did. My request was granted after 
twenty-five years. Not that I’m grumbling; | couldn't have 
played it as well in 1938 as | play it now.” 

The opening theme of the Allegro deciso comes from 
American Indian music that Bloch heard in New Mexico. It had 
a great effect on him, for it is the unifying motif for the entire 
concerto. It is first assertively stated by the orchestra, after 
which the violin enters with elaborations of the melody. The 
rest of this movement (and the last) are stamped with Bloch’s 
personal and unique style of interplay of drama and quietude. 
This dichotomous treatment is a familiar trait in many of his 
compositions and particularly the first two string quartets. 
Soaring cantilenas are interrupted by savage outbursts in the 
orchestra, and everything happens at unexpected moments. A 
staid formal outline is not to be found here. The cadenza isa 
wonderfully integrated piece (Menuhin considers it among the 
six best written for the violin). In a sense it isn’t a cadenza in 
the old fashioned sense of the word; it’s a chance for the violin 
to soliloquize without orchestral distraction. Following the 
cadenza, the violin has an exquisitely flowing respite with 
subdued orchestral accompaniment — and a short energetic 
coda ends the movement. 

In the second movement, Andante, the orchestra is reduced 
in size, featuring solo instruments in a chamber music 
intimacy. The oboe, with a pastoral melody, leads the violin 
into the movement. This relaxed melodic course is interrupted 
by a short middle section of some agitation with 
reminiscences of the first movement — but the squall passes 
and calm is restored, and the Andante ends with an idyllic 
flute and violin duet. 





and the 


LONDON PHILHARMONIC ORCHESTRA 


conducted by 


PAUL FREEMAN 


SIDE 2. (27:04) 

BLOCH: Violin Concerto, 3rd Movement (9:54) 

The last movement, Deciso, opens with a fierce orchestral 
return of the Indian theme. The finale proper, Allegro 
moderato, has a rather solemn violin entrance which is soon 
dispelled by a happy, carefree, even playful melody. This is 
extensively elaborated with passages, some new, some old, 
with interjections of the Indian motif constantly at odds with 
the attempt to relax. Another folk-like theme (Swiss?) receives 
the same treatment which leads to a huge orchestral outburst. 
The conflict is resolved, and the cyclic Indian motif is given a 
final statement by the violin in an exultant conclusion. 

On reflection, there is an inescapable feeling about this 
work; if not avowedly Hebraic, it is subconsciously so. The 
opening Indian theme could almost be rendered on a ram's 
horn, and the violin writing has many moments for cantorial 
passion. In many ways it is the Schelomo of the violin. 


SERGE! PROKOFIEV (1891-1953) 

Sonata for Violin Solo in D, Op. 115 (12.00) 
|. Moderato (4:46) 

ll. Andante dolce (3:12) 

Ill. Con Brio (3:49) 


The sonata was completed in 1947, a year after the F Minor 
Sonata for Violin & Piano. It was introduced to American 
audiences by Szigeti (as were all of Prokofiev's violin works 
save the 2nd Concerto). 

The first movement begins almost baroquelike but quickly 
leads to a very lyrical Prokofian second theme. These two are 
worked in a straightforward sonata form treatment ending with 
a brilliant coda. 

The second movement is a theme and five variations ona 
folksong-like subject. The variations are short and do not stray 
far from the theme: the 1st is a semiquaver decoration, the 2nd 
is a Scherzando in triplets, the 3rd an almost literal treatment 
of the theme in the minor, the 4th is served with semiquaver 
triplets as an accompaniment, the 5th harmonizes the theme in 
two parts making for a weighty conclusion. 

The third movement begins as a lively rondo with a dancing, 
rhythmical subject. This is interrupted by an Allegro 
precipitato section, and the movement ends with an interplay 
of these two elements. 


PABLO DE SARASATE (1844-1908) 


Introduction and Tarantella, Op. 43 for Violin & Orchestra (4:56) 


Paganini dominated the violin stage in the first half of the 19th 
century, and it was believed that no other technical wizard 
would ever take his place — they didn’t count on Pablo Martin 
Meliton Sarasate y Navascuez. The “Spanish Paganini,” with 
his unmatched technical brilliance and bewitchingly elegant 
style, reigned over that stage for the last half of the century. 
Composers were eager to write for him, and many of these 
works still hold audiences today: Lalo’s Symphonie 
Espagnole, Bruch’s Scottish Fantasy, Saint-Saens’ B Minor 
Concerto and Introduction and Rondo Capriccioso, to 
mention a few of the best known. 

Unlike Paganini, who wrote and played his own concerti, 
Sarasate wrote only short pieces, among these the Spanish 
Dances and the inescapable Zigeunerweisen are the most 
popular. The /ntroduction and Tarantella, a late work, has all 
the traits of his style in that the melody is always predominant. 
Like Chopin's embellishments, the technical display never 
obtrudes on the melody even in its most coruscant moments 
— and there are many. That he was most at home in a Spanish 
element is evident in this work, for he even makes the 


tarantella sound Spanish! 
— NOTES BY JOHN L. ERLING 
© 1985 by LAUREL RECORD 
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Introducing MISCHA LEFKOWITZ, Violinist 
“An artist of the most notable technical facilities and finest 


sensitivity” — CARLO MARIA GIULINI. 
“One of the most remarkable violinists of his generation. A 
true representative of brilliant and successful approach to the 
art of violin playing” — HENRYK SZERYNG. 
“His slavic background is apparent in the full-bodied tone he 
draws from his instrument and in the impressive security with 
which he negotiates high-lying sustained passages’. 

— NEW YORK TIMES. 
“Lefkowitz dazzles ... his performance was a bull's eyes, a true 
realization ... a fine ribbon of tone at the top of the list”. 

— BOSTON GLOBE. 

“He is a musician of purpose and drive, heart and intellect, 
one whose technical apparatus serves him as well as his 
powers of imagination” — LOS ANGELES TIMES. 


MISCHA LEFKOWITZ began his violin studies at age seven in 
his native Riga, Latvia, and made his recital debut at age 12. At 
17 he was admitted to the Moscow Conservatory to the violin 
class of Leonid Kogan. He has also studied with Nathan 
Milstein, Mischa Mischakoff, Roman Totenberg and Henri 
Temianka, and with Jean Fornier at the Mozarteum Academy 
in Salzburg. He has been a member of the Los Angeles 
Philharmonic Orchestra. 

A winner of the 1983 International American Music 
Competition, co-sponsored by The Rockefeller Foundation 
and Carnegie Hall, Mr. Lefkowitz has appeared as soloist with 
the English Chamber Orchestra, Fresno Philharmonic, 
American Chamber Symphony, London Philharmonic and with 
the Camerata Academica of Salzburg in Austria, Switzerland, 
France and Finland, as well as solo recitals in Carnegie Hall 
and Merkin Hall in New York City. Other awards include 
Special Prize of the Paganini Competition, First Prize of the 
Fresno Rotary International Competition and Republican 
Contest for Violin Soloists; Second Prize for chamber music at 
the Concertino-Prague Czechoslovakian Radio Competition, 
and Winner of the Bach Festival Young Artists’ Awards. In 
September, 1985, Mr. Lefkowitz was a winner of the city of 
Paris “Musique Francaise” prize from the Yehudi Menuhin 
International Violin competition. 


PAUL FREEMAN, Music Director and Conductor of the 
Victoria Symphony Orchestra in British Columbia, Canada, 
since 1979, received his Ph.D. from the Eastman School in 
Rochester, New York. He has studied with Pierre Monteux and 
at the Hochschule fur Musik in Berlin, Germany. He was 
Associate Conductor of the Dallas Symphony Orchestra, 
Conductor-in-Residence of the Detroit Symphony, principal 
guest conductor of the Helsinki Philharmonic and Music 
Director of the Opera Theatre of Rochester, New York. 

Paul Freeman is a winner of the prestigious Mitropoulos 
Conductor's International Competition. 


Album produced by Herschel Burke Gilbert 
Repertoire consultant: John L. Erling 

Recording Producer, London: Anthony Hodgson 
Recording Engineer, London: Bob Auger 

Mastering Engineer, Los Angeles: Bernie Grundman 
Cover photograph: Sy Edelstein 

Album design & graphics: Sy Edelstein 

Recorded in All Saints Cathedral, London. 
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MOZART 


Divertimento in E Flat Major for Violin, Viola, 


When it comes to misnomers the title 
| THE MUSIC of the Divertimento catalogued as K. 
563 takes some kind of prize. One 


would reasonably expect the work to 
be, like the many so categorized, one of those inconsequential 
orders of “table music” which were served up with dinner 
in the manors of the eighteenth century upper classes. Lo, 
this is no Muzak-type expendable. Far from qualifying as 
atmospheric back ground for conversation, it is not in the 
slightest a frivolous proposition. Homer Ulrich finds it a 
“serious and profound” composition, and no responsible 
authority ever has found it otherwise. Rudolph Gerber, in 
a penetrating analysis prefacing the Eulenburg score, insists 
even that it “dominates” among the last great Quartets and 
Quintets—a sizable achievement indeed. 

That is not to say that this Divertimento is a gloomy pro- 
duct. To the contrary, it is one of Mozart’s happiest crea- 
tions. So felicitous is its unfoldment that it seems, superficially 
considered, a rather jolly little series of pieces. And in one 
sense it is just that: a triumph of an irrepressible spirit over 
a formidable array of adversities. Characteristically there is 
no hint of the travail that hung heavy over its composer 
in his desperate and decisive thirty-third year. 

Mozart’s fame had not been a profitable asset at its height. 
Now his professional fortunes were in decline. His wife 
was ill. His savings were gone. He was nearing the end of 
his temperamental tether. That he could write such sublime 
music as this under these circumstances is one of the authentic 
phenomena of the tonal art. And even when the clinical 
psychologists explain away the mystery in it, the miracle will 
remain. 

In the spring of 1788—a brand new document call The 
Constitution of the United States was being ratified in far- 
off North America—Mozart’s morale had reached a nadir. 
The record shows that in that brief period he wrote no less 
than thirteen beseeching letters to the wealthy merchant 
Michael Puchberg, each one an earnest appeal for financial 
assistance. To his eternal credit Puchberg seems to have 
obliged every time, apparently content to have nothing in 
return but an occasional private concert in his home. Nor 
did the composer begrudge this humble deployment of his 
talents. In June he ask his captain of commerce: “When 
are we to have a little music at your house again? I have 
written a new Trio.” The latter was not the K. 563, but that 
was not long in coming. It was set down in the ensuing 
September. 

The Divertimento is scored for violin, viola and cello. Its 
key signature is E flat. There are six movements: Allegro, 
Adagio, Minuetto, Andante, Minuetto-Allegretto and Rondo- 
Allegro. 


A descending chord motif introduces the first theme and 
expands to make way for the vigorous descending scales that 


JEAN POUGNET — Violin 
FREDERICK RIDDLE — Viola 
ANTHONY PINI — Cello 


follow. The second theme is sung in thirds by the violin 
and cello above the viola. An impression of gaiety prevails. 
In the development, we discern the original chord motive 
peregrinating in distant keys while, in the viola and cello, 
an ascending bit of counterpoint is recognizable as the second 
theme. A formal recapitulation follows after the subsidiary 
melody has been metamorphosed elaborately. 


The Adagio is nothing, on paper, but a reversal of the 
foregoing chord motive, which is given out by the cello. 
But Mozart weaves from it a song so elegiac that one is 
tempted to infer programmatic implications. And yet for 
all its poignance the keynote here is serenity. One looks in 
vain for anything to confute the pervading evidence of inner 
peace; Mozart was not one to wear his heart on this sleeve 
musically. 


Moreover the first of the two Minuets is an exercise in 
classic form pure and simple. The melodic line moves along 
rapidly and there is a proliferation of embellishment. 


Between the Minwets is a set of variations marked Andante. 
Actually these are double variations, as Hermann Abert re- 
minds us: “... for each part of the theme is varied afresh 
when repeated, and the first part and repetition form in each 
case a complete variation.” Nowhere is Mozart’s contrapuntal 
genius more manifest. In the final variation the viola is 
heard in a skeletal reference to the original theme while the 
violin and cello spin a web of florid detail around it; by this 
time the theme has been so played on that it is almost for- 
gotten and one is a little startled when it reappears, intact, 
in the Coda. 


The second Minuet is an easygoing interlude whose broad, 
hearty line makes a convenient transition to the wondrous 
Finale. Mozart was always at his best in a Rondo such as 
this is; he loved to keep everything going at a mile-a-minute 
clip while varying and developing his themes and working 
out dynamic equations. One writer has rhapsodized of this 
particular section: “. .. how gratifying to penetrate the sur- 
face complexities that are a part of nineteenth (sic.) century 
music to find a simplicity disturbed by no spiritual theorem 
or problem.” Well, that is one way to look at it. More 
likely, in fact implicitly, the Divertimento is a brilliant valida- 
tion of the classical ideal, which is itself a theorem, in order 
to escape from temporal problems. In any event, it is an 
eloquent affirmation of art for art’s sake. 


It remains to be said, parenthetically, that this Divertimento 
is only one of twenty-two listed by Ké6chel, and that it is 
quite properly dedicated to the generous Puchberg. One 
wonders if the man knew, really, how much he was getting 
for his money. 


JAMES LYONS 
Editor, The American Record Guide 


W-93068 (1855]) 


and Cello, K. 563 





JEAN POUGNET, FREDERICK 
RIDDLE, and ANTHONY PINI 
are three of Great Britain’s out- 


standing instrumentalists, renowned 
as soloists, as chamber music performers, and as members 
of some of the leading symphony orchestras. 

JEAN POUGNET gave his first London recital at the ege 
of fifteen, while a student at the Reyal Academy of Music, 
where he won three scholarships successively. During World 
War Il he did special work for B.B.C., awd in 1942 be joined 
the London Philharmonic Orchestra as concert master. In 
1945 he left his post with the orchestra to concentrate on 
solo work and chamber music. 

FREDERICK RIDDLE, originally a violinist began bis 
career as a violinst in 1935. His performances of she Walton 
Violin Concerto brought bim great acclaim, and he bas 
played with symphony orchestras in many iy oes capitals 
and throughout the British Isles. Mr. Riddle has also been 
fares vsolinst of the London Symphony and of the London 

bilbarmonic Orchestra. 

ANTHONY PINI, born in Argentina, has lived in England 
since twelve years of age. He has made four American tours 
and played in most of the European capitals, receiving partic 
ular praise for his interpretation of the Elgar Cello Concerto. 
He has also been first cellist of both the Royal Philharmonic 
Orchestra and the London Philharmonic Orchestra. 


THE RECORD-—The original tapes for this recording were 
produced with the latest and most natural microphone techniques 
available, and were then transferred to a master disc without 
changes, the original sound preserved as performed. Pressings 
from the master disc were compared with the original tape and 
only when a comparable match was effected was actual produc- 
tion approved. This recording follows the R.I.A.A. characteristics. 
Monophonic discs: For best playback results, play only with stylus in 
good condition, preferably a diamond (maximum radius .001"). Although 
the record was processed to give exceptionally high quality on monophonic 
playback equipment, stereonhonic components will further enhance its 


sound 


Westminster Recording Co., Inc. A Subsidiary of ABC-Paramount Records, Inc 
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Side One 
B 1. THAT’S NO JOKE (Joe Baile 
BMI—Rightsong Pub.—2:29 
2. NO MAN IS GOING TO CHANGE ME (Gladys She 
ASCAP—Spiral Rec. Corp.—3:22 
3. WHERE FLAMINGOS FLY (Van Morrison) & 
BMI—Caledonia Soul/Warner Tamerland—4:30 


4. SEX IS A MISDEMEANOR (Walter Bi 
ASCAP—Walter Bishop Music— 


NNA HAPPEN TO ME (Kim Weston-Muchy Stevenson) 
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(GS FOR HER (Gladys Shelley) ) 
Spiral Rec. Corp.—3:50 - 


LLOW WEEP FOR ME (Ann Ronell) 
ASCAP—Bourne Co.—4:40 


LOVE FOR SALE (Cole Porter) 
ASCAP—Warner Bros. Inc.—2:35 
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PRAISE HIM : 


THE JULIUS BROCKINGTON ENSEMBLE 


JULIUS BROCKINGTON - -- -‘“‘EX”’ Rhythm & Blues Composer-Bandleader ENSEMBLE: 
---- the “EX” is the result of his conversion into the field of Gospel Music. 
It is evident that Julius possesses the GOD-given talent of communication Julius Brockington - Piano & Organ 
through song. Gospel Music is fortunate - indeed - to have him join their field. Ron Carter - Bass Guitar 
His unique musical sound has been labeled as the ‘BROCKINGTON RHYTHM’. Ralph Fisher - Drums G 
Ron Capitol - Flute 
Chery] Torian - Vocals 
Julius is totally committed to “MAKING A JOYFUL NOISE UNTO THE Jan Terry - Vocals 
LORD” - by empicying his musical talent and has become a dedicated instru- Gail Blackwell - Vocals 
ment of the LORD. Brenda Brown - Vocals 
Charles Williams - Vocals 
Michael Martin - Vocals 
“PRAISE HIM” is an inspiring message - offered through song - by the JULIUS Rev. Joseph Brown, D.D.- _ Narrator on “‘Sinner’s Prayer” 


BROCKINGTON ENSEMBLE. !tis a glorified Gospel experience you will long 


remember and enjoy. Photography by Maurice Woodson 


Produced by Julius Brockington 
Recorded at Sheffield Recording Co. 








b 
Timonium, Md. 21093 
SHELBY MEALIOWS ASHFORD Recording Engineer: Bill Mueller 
. & 
SIDE 1 SIDE 2 

1. Praise Him (J.Brockington/J.Brown:Kiya Music,BMI) 4:22 1. Lord Jesus Christ (J.Brockington/J.Brown:Brown-Brock Music,BMI) 4:07 
2. Always Be By My Side (Traditional) 5:48 2. If It s His Will (J.Brockington/J.Brown:Brown-Brock Music,BMI) 3:12 
3. Sinners Prayer (J.Brockington/J.Brown:Brown-Brock Music,BMI). 3:40 3. Goi Loves People (J.Brockington/J.Brown:Brown-Brock Music,BMI) 4:00 
4. Going Up Yonder (W.Hawkins:Lexicon Music, ASCAP) /2:25 4. God’s Grace (J.Brockington/J.Brown:Brown-Brock Music,BMI) 3:25 
5. Day By Day (J.Brockington/J.Brown:Brown-Brock Music,BMI) 2:25 
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SIDE ONE: 
SUFFERING 


[RUVALCABA) 


PASSION 


(LOPEZ, RUVALCABA, BLATT] 


BROTHER'S BLOOD 


(BLATT, RIVERA] 


SPE Vy@: 
MAPLE STREET 


(LOPEZ, RUVALCABA, BLATT] 


STREETMAN DISAPPROVAL 


(LOPEZ, RIVERA, BLATT] 
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SIDE 1: 
Nikolai Rimsky-Korsakov (1844-1908) 


Flight of the Bumblebee from “Tsar Saltan” (1900) [1'09] 
(Arr.: G. Feygin) 


Dmitri Shostakovich (1906-1975) 


Romance from the film “The Gadfly” (1955) [2'51] 
(Arr.: G. Saborov) 


Zdenék Fibich (1850-1900) 
Poéme, after “A Summer Evening’, Op. 41 No. 4 (1894) [3'29] 
(Arr.: G. Saborov) 


Antonin Dvorak (1841-1904) 
Melodia, after “Gypsy Songs’, Op. 55 No. 4 (1880) [329] 
(Arr.: G. Rozhdestvensky) 


Yevgeni Svetlanov (b. 1928) 
Aria [347] 


Serge Prokofiev (1891-1953) 
Waltz from “War and Peace”, Op. 91 (1942) [3'30] 
(Arr.: G. Saborov) 


Sergei Rachmaninov (1873-1953) 
Vocalise, after Op. 34 No. 14 [5’32] 
(Arr.: G. Saborov) 


Anton Rubinstein (1829-1894) 
Melody in F, after Op. 3 No. 1 [2’07] 
(Arr.: G. Saborov) 


SIDE 2: 


Antonin Dvorak 


Serenade for Strings in E major, Op. 22 (1875) 
(Arr.: G. Saborov) 


1. Moderato [4'24] - 2. Tempo di Valse [6'31] 
3. Scherzo: Vivace [453] - 4. Larghetto [6'17] - 5. Vivace [5'28] 


Violin Ensemble of the Bolshoi Theatre 

lIraida Brovtsyna, Svetlana Yashentseva, 

Alexander Gruzenberg, Galina Genkina, Arkadi Gurfinkel, 
Natalia Dyomina, Viktor Krassnov, Boris Leitman, 

Pfaivel Markovsky, Eugen Meleshkin, 

Eduard Syriyegin, Nina Sibor, Joet Targonsky, 

Grigori Terpogossov, Ernst Shashkin, 

Daniel Shindaryov, Lucia Epstein 


Irina Saitseva, Piano 
Conductor: Juli Reyentovich 


(£3) 3335 326--10 

Production: Dr. Hans Hirsch 

Recording Supervision: Werner Mayer 
Recording Engineer: Klaus Hiemann 

®) 1973 Polydor International GmbH 

©1977 Frank Koehler 

Previously released as DG 2538 235 

Cover: Illustration by John Gunther, Hamburg 
Printed in West Germany by Neef, Wittingen 








When State-subsidised cultural institutions are known to 
the general public not by their full names but by affec- 
tionate abbreviations of those names, this is a sure sign 
that they have become so much part of the familiar scene 
that it comes natural to refer to them like close friends. 
Such is the case with New York's illustrious Metropolitan 
Opera, better known merely as the “Met”, and this is 
equally true of the Moscow Bolshoi Theatre, whose ab- 
breviation, “Bolshoi” (meaning “large’’), is in fact merely 
a small part of its “official” name of imposing length: 
“State Academic Large Theatre of the Soviet Union, hol- 
der of the Order of Lenin”. 

The venerable yet still youthfully vigorous “Bolshoi” 
celebrated its 200th birthday in 1976. To mark that fes- 
tive occasion, millions of people in 114 countries became 
guests of the theatre in Sverdlov Square, as television 
carried a gala performance of Prokofiev's ‘Romeo and 
Juliet” all over the world. The theatre itself, a splendid 
building in the classical style, accommodates an audi- 
ence of 2156, while 6000 seated in its offshoot, the Con- 
gress Palace of the Kremlin, can be equally assured of 
the superb quality of the Bolshoi company, which with its 
85 solo singers, 240 dancers, 180 chorus singers and 
250 orchestral musicians possesses an immense artistic 
potential, and whose technical and administrative staff of 
2300 guarantees the smooth running of every perform- 
ance and every season. Where stage sets of the most 
modern kind, some 40 yards deep and 30 yards high are 
employed, it is understandable that each year more than 
400,000 yards of material are used in costumes, more 
than 23,000 pairs of shoes are made (principally for the 
ballet company), and a producer has a stock of 150,000 
costumes and 5000 wigs from which to choose, so that 
he can give free rein to his imagination. 

The theatre owes its existence to an Imperial edict. In 
1776, the year of the American Declaration of Indepen- 
dence, the Empress Catherine the Great decreed that all 
theatres owned by private individuals and by members of 
the nobility were to be transferred to State ownership, 
and Prince Urisov in Moscow promised the Empress that 
he would make his drama theatre, forerunner of the Bol- 
shoi, ‘the best Russian theatre”. Four years later, that 
theatre company moved from an unprepossessing 
wooden booth to one of the first stone buildings in Mos- 
cow, in the Petrov Street, this Petrovsky Theatre soon 
becoming famous for its operettas, comedies and ballet 
divertissem@ \'s in the Western style. After that building 
was destroy: «vy a fire, the ensemble moved in 1825 to 
the Bolshoi-F)sovsky, and when this theatre also 
burned down in 1853, it established its permanent home 
in 1856 in the rebuilt theatre which had been designed by 
Albert Cavos and which remains outwardly unaltered to 
this day. In the completely changed political situation fol- 
lowing the Revolution of 1917, the theatre was widely re- 
garded as a relic of capitalistic and aristrocratic exploita- 
tion of the people, so that its closure seemed inevitable 
and its future existence was gravely threatened. Then, 
however, action against the Bolshoi was strictly forbid- 
den by Lenin and his minister of culture Lunacharsky. 
The firm place that this theatre came to occupy in the 
minds and affections of the broad mass of the people, as 
well as its importance as a tourist attraction, is em- 
phasized by the fact that all its opera and ballet per- 
formances are given before capacity audiences. 

Since 1956 a highly individual group of instrumentalists 
has existed within the ranks of the orchestral musicians 
at the Bolshoi: the Violin Ensemble, consisting of 17 vio- 
linists who.have prepared a repertoire of their own in their 
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spare time and have made an enviable name for them- 
selves at many guest appearances in the West on ac- 
count of the homogeneity of their tone. They always 
make use of arrangements, in which the lower parts of 
the original orchestration are played on a piano. The 
selections on this recording live principally by virtue of 
the charm and easy accessibility of their melodies. 
The principal work here is the Serenade for Strings in E 
major, Op. 22 by Dvorak, written in 1875 shortly after he 
had been awarded an Austrian government financial 
grant, partly through the good offices of Brahms, who 
had also obtained for him a contract with his own pub- 
lisher, Simrock. While the Serenade in D minor, Op. 44, 
written three years later, recalls through its predominant 
use of wind instruments the serenades of Mozart's time, 
which gave musicians opportunities to accompany fes- 
tivities of the nobility and the wealthy bourgeoisie, 
DvofFak’s Op. 22 is directed above all towards creating 
poetic moods and depicting a sense of longing. The first 
movement, with its deeply-felt first theme, establishes 
the atmosphere of the whole Serenade. Then, the basis 
of the second movement is an airily floating waltz theme, 
whose perfectly matching and symmetrical first and last 
appearances, each in three sections, enclose a more 
peaceful Trio. The outer sections of the Scherzo are un- 
commonly full of gaiety; its centrepiece, with a singing 
theme expressive of longing and profoundly contempla- 
tive, is in the same world as the nocturne-like Larghetto, 
which sings of the strength and beauty of love. The work 
concludes with a greatly contrasting finale in sonata 
form, although this contains references to melodies 
heard earlier, thus giving the work an overall sense of 
unity. 

The works heard on the first side of this record — with the 
exception of the Czech pieces by Dvorak and his con- 
temporary, Fibich— are by Russian composers. Whether 
in the form of an independent piece (‘‘Aria’” by the com- 
poser and conductor Svetlanov), an operatic excerpt (the 
Waltz from Prokofiev's “War and Peace’), film music 
(from the score which Shostakovich wrote for “The Gad- 
fly’, unknown in the West) or a song without words (‘‘Vo- 
calise” by Rachmaninov), all owe their character to the 
graceful drawing of a finely poised melody above lightly 
touched harmonies. The most popular of these pieces 
are undoubtedly the sentimental “Melody in F” by Anton 
Rubinstein (the once highly successful composer whose 
brother, the pianist Nicholas Rubinstein, is less credit- 
ably remembered as the man who rejected Tchaikovsky's 
1st Piano Concerto as being worthless), and ‘The Flight 
of the Bumblebee” by Rimsky-Korsakov — the realisti- 
cally “buzzing” Scherzo in the style created by Mendels- 
sohn, which has gone round the world in innumerable ar- 


ReWIsfeMeItueh Frank Koehler 
(Translator: John Coombs) 
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The Exciting Sounds Of The Lenny Wilson Quartet 
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Wake Me When It’s Over 


The Exciting Sounds Of The Lenny Wilson Quartet 






Before you listen to this album let me warn you that you won't find any music by Willie Nelson, nothing from Urban 
Cowboy or the BeeGees. What you will find are musical performances by the Lenny Wilson Quartet. 





The Albums personnel consists of Ron Peters, Gene Fowlkes, Charlie Garrison, John Hill and of course the man 
himself Lenny Wilson. 






The album, as Lenny puts it, is a return to basis Music. It's easy to listen to; it has no gimmicks, no frills, no B.S., just 
damn good music. 





| think you will enjoy the songs, the tempos, the mood. All of it is right. 






| have heard and played alot of music over the last twenty years and | think this is one of the best albums you will 
find. 












Orly Knutsen 
Radio Announcer, Disc Jockey 
WIBC Radio 










Liner notes courtesy of Mr. Orly Knutsen 
Recording Engineer : Thomas O. Woody 
Mixed and Recorded At : Audio Genesis 














Side One Side Two 


Music Box Dancer Hush-A-Bye 
Frank Mills — Taylor & Livingston 


Guess Who | Saw Today Dreamy 
Grand & Boyd — Errol Garner 


Bags & ‘Trane You’ve Got A Friend 


John Coltrane Carole King 


Send In The Clowns Limehouse Blues 
Stephen Sondheim _ Duke Ellington 


A Nightengale Sang In Berkley Square Blue Bossa 


Maschwitz & Sherwin Kenny Dorham 


New York, New York 
Kander & Ebb 


















Piano : Lenny Wilson 
Acoustic Bass : Gene Fowlkes 
Electric Bass : Charlie Garrison 
Drums & Vibes : John Hill 
Vocals : Ron Peters & Charlie Garrison 












Special Thanks for cover design assistance : Karl Zamberletti & Bumper 
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' *Arreglos y Direccién de Pocho Pérez 
“**Arreglos y Direcclén de,Chucho Ferrer 
\***Arreglos y Direccién de Dominguez 


| *HUELES A NOCHE DE AMOR 


', -Paco Revueitas- / 3:03 Ego Musical Beechwood 


| *CUANDO Se Ras DONDE QUIERAS \ 
|. (COSIFERA-E-COSI-SIA 
Alberto Salerno-C, eae / 3:22 Edr. Mus. Bose del Padrone Beechwood 


** AUNQUE TU NO LO CREA 


Jaen- / 3:50 Edic. Mus. Hispavox/Gamma 


***GITANA | 


| “.L. Armenteros-P. Herrero- / 3:13 Dis¢orama/Edimusa 
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-Jorge Antonio Wong Lopez- / 3:09 Mundo Més. Méx. 


***CUERPO SIN ALMA 


-R. Cocciante-A. Cosselli-M. Luberti- / 4:48 RCA Italiana Edim 
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IOXGONG _ Steelie, Clevie & Danny 


MUSIC LIMITED 
Distributed in Jamaica by:— Dire ethe snare 
Tuff Gong Music Ltd., 220 Marcus Garvey Drive, Kingston, Jamaica W.1. 92-34978 Bass — Flab aiiait 
Lead Guitar — Dwight Pickney 


Rythmn Guitar — Bingie Bunny 
Piano — Steelie 

Percussion — Sticky 
Synthersizer — Mallory Williams 
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_ FEATURING 
JELLY ROLL MORTON * BENNY GOODMAN ¢“FATS WALLER * LIONEL HAMPTON * COLEMAN HAWKINS 
MUGGSY SPANIER * DUKE ELLINGTON * ARTIE SHAW * LOUIS ARMSTRONG ¢ AL COHN-ZOOT SIMS 
GEORGE RUSSELL * JOE WILLIAMS « GIL EVANS * WOODY HERMAN ¢ AIR 
; esy DIGITAL LY| 
REMASTERED 


8337-1-RB 


“* 


fi 








These recordings are a vital sample of RCA's tich legacy, which encapsulates the history of 
jazz. Presented chronologically, from 1927 to 1979—beginning with Jelly Roll Morton and 
ending, appropriately, with Air's rendition of Morton's 
include several landmark recordings from the immortals. This one hour of music, culled 
from the 80 newly available Bluebird titles that have been digitally remastered, spans 


SIDE ONE 


|. JELLY ROLL MORTON 
THE PEARLS 

Jelly Roll Morton—E.H. Morris & Co., 
ASCAP (3:23) 


King Porter Stomp’ '—these tunes 





2. THE BENNY GOODMAN TRIO 


WHERE OR WHEN 
‘Hart-Rogers—Chappell & Co., 
ASCAP (3:22) 


3. FATS WALLER 

(When You) SQUEEZE ME 
Razaf-Williams-Waller—Pick wick mus 
ASCAP (3:08) 


4. LIONEL HAMPTON 
| WHEN LIGHTS ARE LOW 


Mills’ Music Co. Inc., 
ASCAP (2:12) © 


5. COLEMAN HAWKINS 
BODY AND SOUL 


ASCAP (2:59) 


6. MUGGSY SPANIER 
RELAXIN’ AT THE TOURO 


ASCAP (3:14) 


7. DUKE ELLINGTON : 
CONCERTO FOR COOTIE 
Duke Ellington—Robbins Music, 
ASCAP (3:17) 


LITTLE JAZZ 
Harding-Eldridge—Winfield Music, 
BMI (3:01) 


SIDE TWO 


1. LOUIS ARMSTRONG 
ROCKIN’ CHAIR 





| ASCAP (3:04) 


2. AL COHN-ZOOT SIMS 
SOMEBODY LOVES ME 


[PREVIOUSLY UNRELEASED ALTERNATE TAKE], 
MacDonald-DeSylva-Gershwin—New World Music Serpe 


ASCAP (3:06) 
3. GEORGE RUSSELL 


Corp., 


| Benny Carter-Spencer Williams—Colgems EMI Music.Inc./ 


Hyman-Sour-Eyton-Green—Warner Bros. Music, 


Muggsy Spanier-Joe Bushkin—SBK Robbins Catalog Inc., 


8..ARTIE SHAW AND HIS ORCHESTRA 


Hoagy Carmichael—Carmichael Music Pub. Inc.; 


CONCERTO FOR BILLY THE KID 


George Russell—Russ-Hix Music, 
BMI (4:43) 


4. JOE WILLIAMS 
EVERY NIGHT 

Joe Williams—Jodax Music Co., 
BMI (2:57) 


“5. GIL EVANS 
JOY SPRING 
[PREVIOUSLY UNRELEASED] 


Clifford Brown—Melody Lane Publications, Inc., 


BMI (2:19) 


6. WOODY HERMAN 
EARLY AUTUMN 
Ralph Burns—E.H. Morris, 
ASCAP (3:46) 


7. AIR 

KING PORTER STOMP 

Jelly Roll Morton—E'H. Morris & Co,, 
ASCAP (3:47) 


Reissue produced by Ed Michel 
Executive Producer—Steva Backer 
Digital transfers by Ray Hall 

Disc mastering’ by Jack Adelman 


Art Direction: Ria Lewerke > , 
Art: Larry Vigon 
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JELLY ROLL:MORTON'S RED HOT PEPPERS: 
JELLY ROLL MORTON, piano and arranger; 
GEORGE MITCHELL, cornet; GERALD REEVES, 
trombone; JOHNNY DODDS, clarinet; STUMP 
EVANS, alto saxophone; BUD SCOTT, guitar; 
QUINN WILSON, tuba; BABY DODDS, drums. 
Chicago, June 4, 1927, 
From the CD JELLY ROLL MORTON—6588-2-RB. 
Reissue produced by Ed Michel. 
Digital transfers and audio eal anegmen: by 
Ray Hall and Rick Rowe. 

THE PEARLS—m«x BVE- 38662 


TEDDY WILSON with THE BENNY 

GOODMAN TRIO: 

BENNY GOODMAN, clarinet; ‘ 

TEDDY WILSON, piano; GENE KRUPA, drums. 

New York, October 19, 1937. 5 

From the CD CLASSIC JAZZ PIANO—6754-2- RB. 

Reissue Produced by Orrin Keepnews. ; 

Digital transfers and audio restoration by Ray Hall. ue 
» WHERE OR WHEN-=nm«x BS-015575 4 ws 


FATS WALLER AND HIS RHYTHM: 
FATS WALLER, piano and vocal; 
JOHN. “BUGS” HAMILTON, trumpet; 
GENE SEDRIC, clarinet and tenor saxophone; 
JOHN SMITH, guitar; CEDRIG WALLACE, bass; 
SLICK JONES, drums. 
New York, August 10, 1939. 
From the CD FATS WALLER: THE JOINT IS JUMPIN’— 
6288-2-RB. 
Reissue produced by Ed Michel. 
Digital transfers by Ray Hall. 

(When You) SQUEEZE ME— 

mtx BS-041528-I : i 
LIONEL HAMPTON AND HIS ORCHESTRA 
LIONEL. HAMPTON, vibraphone; DIZZY GILLESPIE, 


trumpet; BENNY CARTER, alto saxophone; 


COLEMAN HAWKINS, CHU BERRY, .BEN WEBSTER, 
tenor saxophone; CLYDE HART, piano; CHARLIE 
EHRISTIAN, guitar; MILT HINTON, bass; COzY COLE, 


“drums: Arranged by Benny Carter. 


New York City, September |, 1939. . Pe 
From the CD HOT MALLETS: LIONEL: HAMPTON‘ Re 
CHOICE OF THE CREAM OF Hs, SMALL. BAND SIDES, 
VOL. |-6458-2-RB. 
Reissue produced iby Ed Michel. 
Digital transfers and aydio restoration by * . 
Ray. Hall and Rick Rowe: : 

“WHEN LIGHTS ARB LOW-mex 041406-1* 


COLEMAN HAWKINS AND His ORCHESTRA; 


’ 


-COLEMAN HAWKINS, tenor saxophone and arranger; . 
“TOMMY LINDSAY, JOE GUY, trumpet, EARL } 


HARDY, trombone; JACKIE. FIELDS, EUSTIS MOORE, 
alto saxophone; GENE RODGERS, Piano; 
OSCAR SMITH, bass: ART HERBERT, drums. 
New York, October 1.1, 1939: 
From the CD COLEMAN HAWKINS, pony ‘AND 
SOUL-5717-2-RB. ae) 
Reissue produced by Bob Porter 
Digital transfers by Ed Begley. 
BODY AND SOUL—mtx -02936-1 


MUGGSY SPANIER’S RAGTIMERS: 


» MUGGSY SPANIER, cofnet; GEORGE BRUNIES, 


trombone; ROD CLES9¥ clarinet; NICK CAIAZZA, 


tenor saxophone; J@B-BUSHIKIN, piano; Dey 


BOB CASEY, bass}:DON CARTER, drums, 


RCA Studio 3, New York City, Novernber 22, 1939... ~) = 


From the CD,AT THE JAZZ BAND BALL— ~ coated 
CHICAGO/NEW YORK DIXIELAND-6752-2- RB. 
Reissue produced by-Orrin Keepnews, * 
Digital transfers and aridio restoratiolt by. Ray Hall, 
RELAXIN’ AT. THE TOURO— 
mtx BS#08895/40:0139-A/B-10532-A 


Why c's OPP ae in 





“inore than a half-century of j jazz innoyation, What's more, on certain pre-tape era (before 
1949) selections, months of expensive, painstaking effort were spent restoring and 
enhancing the sound via the NoNoise process from Sonic Solutions. 

For you thé listener, whether you're a neWcomer to the joys of jazz or anavid collector, 
all you have to do is sit back and enjoy the music 
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DUKE ELLINGTON AND HiS,;*: 
FAMOUS ORCHESTRA: 
DUKE ELLINGTON, piano; COOTIE’ WILLIAMS? Rex” 
STEWART, WALLACE JONES, trumpet; JOE "TRICKY 
SAM” NANTON, JUAN TIZOL, LAWRENCE BROWN, 
trombone; BARNEY BIGARD, clarinet and tenor: 
saxophone; OTTO HARDWICK, JOHNNY HODGES’ 
alto saxophone; BEN WEBSTER, tenor saxophone; 
HARRY CARNEY, baritone saxophone; FRED GUY, guitar; 
JIMMY BLANTON, bass; SONNY GREER, drums. 
Recorded RCA Studio A, Chicago, March 15, 1940. 
From the 3-CD set DUKE ELLINGTON: 
THE BLANTON-WEBSTER BAND—5659-2-RB. 
Reissue produced by Bob Porter: 
Digital transférs and audio restoration by 
Ed Michel and Ray Hall. 

CONCERTO FOR COOTIE— 

mtx BS-0190)6/20-1547-A/26598-A 





ROY ELDRIDGE with ARTIE SHAW 
AND HIS ORCHESTRA: 
ARTIE SHAW: clarinet; ROY ELDRIDGE, GEORGE 
SCHWARTZ, BERNIE GLOW, *PAUL COHEN, trumpet; 
BOB SWIFT, OLLIE WILSON, HARRY RODGERS, 
AUGOSTINO ISCHIA, trombone; RUDOLPH TANZA, 
CHUCK GENTRY, HERBIE STEWARD, JON WALTON, 
LOUIS PRISBY, saxophone, DODO MARMAROSA, ~ 
piano; BARNEY KESSEL, guitar; MORRIS RAYMAN, 
bass; LOU FROMM, drums. 
Hollywood, April 5, 1945. 
From the CD GREAT TRUMPETS (CLASSIC JAZZ TO 
SWING)—6753-2-RB: 
Reissue produced by Orrin Keepnews. 
Digital transfers and audio restoration by Ray Hall. 

LITTLE JAZZ—mtx D5VB-1046-2/20-1668 


LOUIS ARMSTRONG ALL-STARS 

LOUIS ARMSTRONG, trumpet and vocal; 

BOBBY HACKETT, cornet; JACK TEAGARDEN, 
trombone.and vocal; PEANUTS HUCKO, clarinet and 
tenor,'saxophone; ERNIE ‘CACERES, clarinet and baritone 
saxophone; JOHNNY GUARNIERI, piano; AL CASEY, 
guitar; AL HALL, bass; COZY COLE, drums. 

New York City, June 10,1947. 


‘From the CD LOUIS ARMSTRONG: POPS—THE 1940" s 
: SMALL‘BAND SIDES—6378-2-RB. 


Reissue produced by Ed Michel. 


} Digital transfers and audio restoration by ay. Hall: 


ROCKIN’ CHAIR=mtx Dae 953 


AL COHN-ZOOT SIMS QUINTET 
AL COHN, ZOOT SIMS, tenor saxophone} 
HANK JONES, piano; MILT HINTON, bass; 
OSIE JOHNSON, drums. 

Webster Hall, New York City, puis 24, 1956, 


* _ From the CD AL COHN-ZOOT SIMS: 
FROM A TO Z=AND BEYOND—6469-2-RB. 
. Reissue produced by Ed Michel. 


Digital transfers by Ray Hall. , 
SOMEBODY LOVES ME 
[alternate take]—mtx G2)B- aes 


THE GEORGE RUSSELL: SMALLTET- 


‘s GEORGE. ‘RUSSELL, leader-arranger; ART FARMER, 
__ trumpet; ERAN 


HAL McKUSICK, alte ‘sakbphone; BILL EVANS, piano; 
BARRY GALBRAITH, guitar; MILT HINTON, bass; 


_ PAUL MOTIAN, drums.” : 


Recorded October 17, 1956,\New York Gity. 

Produced by Fred Reynolds. 

Engineering by Bernard Keville. 

From the CD GEORGE RUSSELL: Jazz WORKSHOP_ 

6467-2-RB,  ” 

Reissue produced by Ed Michel. 

Digital transfers and audio restoration by Ray Hall. 

CONCERTO FOR BILLY ARE ek 

= mtx G2)B 7838 


~. From the CD WOODY HERMAN MEMORIAL— 


8337-1-AB 


= 0 


—Gene Kalbacher 
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JOE WILLIAMS WITH , 
JIMMY JONES AND HIS ORCHESTRA 
JOE WILLIAMS, vocal; CLARK TERRY, trumpet; 
URBIE GREEN, trombone; SELDON POWELL, 
PHIL WOODS, DANNY BANK, saxophone; 


’ HANK JONES, piano; BARRY GALBRAITH, guitar: 


MILT HINTON, bass; OSIE JOHNSON, drums. 
Arranged and conducted by Jimmy Jones. 
Webster Hall, New York City, November 18, 1963. 


‘ Produced by George Avakian. 


Engineering by Ray Hall. 

From the CD THE OVERWHELMING JOE WILLIAMS— 
6464-2-RB. 

Reissue produced by Ed Michel. 

Digital transfers and audio restoration by Ray Hall. 
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THE GIL EVANS ORCHESTRA: 
GIL EVANS, electric piano and arranger; 


~<LEW SOLOFF, ERNIE ROYAL, trumpet, flugelhorn, 


piccdlo trumpet»PETER-GORDON, JOHN CLARK; 
French horn; TOM MALONE’ trombone, bass trombone, 
tuba, synthesizer; BOB STEWART, tuba; HOWARD 
JOHNSON, tuba, ‘bass clarinet; DAVID SANBORN, also. 


' saxophone, flute, soprano saxophone; GEORGE ADAMS; 


tenor saxophone, flute; DAVID HOROWITZ, electric 

piano; PETER LEVIN, synthesizer; JOE GALLIVAN, 

synthesizer, guitar, percussion, congas; RYO KAWASAKI, 

pedals; PAUL METZKE, bass; BRUCE DITMAS, drums: 

SUE EVANS, congas, percussion. 

RCA Studio B, New York City, March 6, 1975. 

Produced by Gil Evans; associate producers Teddy 

Randazzo and Anita Evans. 

Engineering by Gus Mossler and Bob Simpson. 

From.the CD GIL EVANS: THERE COMES A TIME— 

5783-2-RB. | 

Reissue produced by Ed Michel. | 

Digital remixes by Ray Hall and Rick Rowe. ; 
JOY SPRING—m«x EPAI-1055 


WOODY HERMAN AND HIS.ORCHESTRA: 
WOODY HERMAN, alto saxophone; NELSON HATT, 
piccolo trumpet; ALAN VIZUTTI, JOHN HOFFMAN, = “> 
DENNIS DOTSON, BILL BYRNE, trumpet; JIM PUGH, 
DALE KIRKLAND, trombone; JIM DANIELS, bass 
trombone; STAN GETZ, FRANK TIBERI, GARY 
ANDERSON, JOE LOVANO, tenor saxophone; JOHN * > 
OSLAWSKI, baritone saxophone; RALPH BURNS, piano; 
BILLY BAUER, guitar; CHUBBY JACKSON, bass; A 
JAKE HANNA, drums. Arranged by Ralph Burns. 

‘Recorded in performance, Cammegie Hall, New York City, 
November 20, 1976. 

Produced by Norman Schwartz. 

Engineering.by Keith Grant, Dale and Bill Ashby, 

Mike Moran, Pat Martin, assisted by-Frank Koenig. 


THE 40TH ANNIVERSARY CARNEGIE HALL CONCERT, 
RECORDED LIVE—6878-2-RB. 

Reissue produced by Ed Michel. 4 
Digital transfers and audio restoration by Ray Hall. 


EARLY AUTUMN-m«x FYA5-0250 


AIR—HENRY: THREADGILL, alto saxophone and 
arranger; FRED HOPKINS, bass; STEVE McGALL, drums. 
C.l, Studios,.New York City, May | 1-12, 1979. 
Produced by Michael Cuscuna. 
From the CD AIR LORE—6578-2-RB. 
Reissue produced by Michael Cuscuna. 
Digital transfers by Mike Moran. 
KING PORTER STOMP. 
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My Wings (2:58) | 

TL See You Inside (2:36) i 
Here 7 Haven Mest (1:20) 
w/ the. Crowd. (0:31) ay | 

What We Were Before (3:59) it 
When the Ceaues Change (3:21) ) 

Shap «a G- Seeing Jam (3:02) - »\ 

Then 7 Started Questioning (3: 30)) 
2 Probably, of the Lights ( 3:42) 
| Stuer Stone (4:34) | SS 
(i Routine & Horesfying (4:49) . 
er ACL) 3 





mi Ihe Door 7s Open (4:26) . 
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(2) MADD REVIVAL SONG | 
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IS KEITH BROWNE,ERIC LEWIS, KEVIN HINDS, ALFRED SEALY & 
PETER BOYCE 








SPECIAL GUEST VOCAL APPEARANCE 
BY CAROL ANN SCANTLEBURY 


COMPOSED BY ERIC LEWIS 

EXECUTIVE PRODUCERS MADD 
ENGINEERED/ARRANGED BY NICHOLAS 
BRANCKER 

PRODUCED BY NICHOLAS BRANCKER & MADD 
CO ARRANGEMENTS BY ERIC LEWIS 
BACKGROUND VOCALS MADD 

SPECIAL GUEST VOCAL APPEARANCES BY 
IRVIN "FATMAN” WEEKES, 

DALE "TOASIMASTER"HULK WEEKES 
GUITAR:IAN ALLEYNE 

HORNS:ADRIAN "BOO" HUSBANDS .& STEPHEN 
CUMBERBATCH 

RECORDED AT "THE CHAMBERS" STUDIO 
WILDEY 







THERE’S NOTHING I WOULDN’T DO 


SPLASH SOUND EFFECT BY IAN FRANCIS 
ALBUM CONCEPT MADD 
PHOTOGRAPHY BY COLIN GOODMAN 
GRAPHICS PHOTO STUDIO 

ALBUM ARTWORK SUZANNE PHILLIPS 
and B.E.A & T> 


LEGS BY VALERIE LOWE 





MADD WISHES TO THANK YOU FOR 

PURCHASING THIS OUR SPECIAL 

10TH ANNIVERSARY ALBUM. WE ALSO 

WISH TO THANK OUR FAMILIES, SPONSORS, 

FANS, RADIO STATIONS AND SUPPORT CREW 
PARTICULARLY NICHOLAS BRANCKER WHO HAVE 
SUPPORTED AND ASSISTED US OVER ‘THE YEARS 
AND MOST OF ALL WE’LL LIKE TO THANK GOD! 


FAIRFIELD CROSS ROAD 
TUDOR BRIDGE 
ST.MICHABL 

BARBADOS, WEST INDIES 





FOR THE BEST IN MUSIC AND FASHION AND YOU! TELEPHONE 437-3076 | 


___ GET YOUR BEST OF BARBADOS GONE MADD VOL 4 VIDEO TAPE 
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(2) MALICIOUS CREW (SINGH & SUE) 


MAILING ADDRESS: MADD 
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TO CONTACT MADD TEL: 809-424-9708 





Seige Surfin’ Safary 

3EACH BOYS THE BEACH Saiaa= 
Sitlsaninies POllooos And Rainbows Do You Wanna Dance 
LESLEY GORE BOBBY FREEMARS 
mon And Swim Wipe Out 
BOBBY FREEMAN , THE SURFARIS 









Little Honda . one if Hula Love 


THE HONDELIES BUDDY KNOX 
Quicksand Little Town Flirt 
WAS CeRESVES DEL SHANNON 
Surfer Girl Surfin’ Bird 

THE TRASHMEN 





ete DEACH BOYS 








L@eK 
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210.020 
| [5] 410.020 
Side 1 Side 2 
* 1. Surfin’ ae 1.Do You Wanna Dance 1742 
(Wilson/Love) Guild Music (Freeman) Clockus Music 
THE BEACH BOYS BOBBY FREEMAN 
2. C’mon And Swim 2°45“ 2. Wipe Out 215" 
(Coman/Stewart) Clears Music (Berryhill/Wilson/Fuller) Robin Hood 
BOBBY FREEMAN Music/Miraleste Music, THE SURFARIS 
3. Little Honda 156“ * 3. Surfin’ Safary 1759" 
(Wilson/Love) Irving Music (Wilson/Love) Guild Music 
THE HONDELLS THE BEACH BOYS 
4. Quicksand 2°42" 4. Little Town Flirt 2°47« 
(Holland/Dozier/Holland) Stane Agate Music (Shannon/McKenzie) Vicki Music 
MARTHA REEVES DEL SHANNON 
* 5. Surfer Girl Bie 5. Hula Love 2’26" 
(Wilson) Guild Music (Knox) Kahl Music 
THE BEACH BOYS BUDDY KNOX 
6. Sunshine, Lollipops And Rainbows 134s * 6. Surfin’ Bird 2°16" 
(Hamlisch/Liebling) Ch. H. Hansen Music (White/Frazier/Harris) Beechwood Music 
LESLEY GORE THE TRASHMEN 


These selections are not the original recordings (except *) of the particular songs but are accurate recreations of the original recordings 
performed by the original artists or by one or more members of the original group. 


() 1982 PRODUCED UNDER LICENSE FROM KEY SEVEN MUSIC 
A product of MCS Ltd., Switzerland 
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Bxee. Prods: oo. ee eee eee ee eee ee VIBBESUOH PROD., INC. ; . 
AR Carero) wre Care & Mixedat: ....... see eee VIBBESUOH Vi Of D) CO 
PHOLO byt ose sees ee eee eee eee ees ee. DREAMY RILEY 
















@-r-e tot 
eb i bYexe beret Kere mon FS : 
17 VHR—00-72-002 : &) MAMA VERNON, for Spiritual Inspiration, 
' : . ©® 1993 VIBBESUOH RECORDS r | aff \ 
FAN CLUB 
JUICY “Vv” Bs ; : 
JUICEMAN PROD. ; : i (\ 
jal Q * Wyse “Tel: (305) 623-9458 
ALSO AVAILABLE ON CASSETTE |! | ; : aver ec Waa \ 
(he opon.. EWN) hae tatees ae rate Lil Vane iy Mh Dist. by: ELC PRODUCTION, ING. __ 
et a cae AN AIT I. Wien bis eae? We Nodal) eet Tye Wy ty Ay el: (305) 624-7515 " V4 
All Rights Reserved. Hip ee \\ \\ A Ne a Bae F ax {(305) e2eaat 
Zpeothorized Copying, Reproduction, Hiring, eg Public Pertormapes gn Broadepsting, Prot! ited, Voy ye Aten - if Ay N8 
Ret 2p ped ay Ot elle \ | | mq Vai a Ay Nh cant Ba Ni aaa \ 








ere eee. ne -_— r-TSr-,hUhGC Flt —- = + — 
>) peg 


a. i on rrp < toe a [} 
ORIGINAL MOTION PICTURE SOUNDTRACK } S.H.2070 


Alice Faye «John Payne Sandy Hook Release No. 70 
Jack behaionsi ia Havoc 





p) ) p) Baca GIB" o> Cra Gwen cigphanigcts hele <@ 
«€ HELLO. FRISCO. HELLO 5 
AS? ® A I 
2 EXS2 EYCAGH 3 


pprararerarTeTe f 


*, 


Featuring These Hits: 
You'll Never Know 
Ragtime Cowboy Joe 
The Grizzly Bear 
When You Wore a Tulip 
By The Light 
of the Silvery Mcon 
and many more! 
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Here is truly grand entertainment from the Golden Age of Musicals! This 
splendid soundtrack beautifully evokes the sparkling movie classic, as well 
as the fabulous and colorful days of old San Francisco. This film marked 
the return to the screen of Alice Faye after a two-year absence, and she 
proved more charming and full-voiced than ever. Calling the film a “hand- 
somely colored Valentine of San Francisco at the turn of the century,” 
Newsweek noted that Miss Faye performed ‘‘a number of excellent songs.” 
And Time echoed these sentiments, saying that she “winsomely croons 
many an old sweet song.” 

This record gives us ample opportunity to savor the talents of one of the 
most popular “cuddly blondes,” as well as those of John Payne, Jack 
Oakie, June Havoc, and a fine supporting orchestra and chorus. In the tra- 
dition of Tin Pan Alley’ and “Alexander's Ragtime Band,” the scope is 
filled with many enduring vintage numbers, such as ‘By the Light of the 
Silvery Moon” and the exuberant title song. The musical highlight, “You'll 
Never Know,” written by Mack Gordon and Harry Warren especially for the 
movie, won an Oscar as Best Song of 1943. Return now to the glorious 
days of wartime escapist entertainment—and to the lusty, gaudy excite- 
ment of San Francisco in its most fascinating era! 








ORIGINAL MOTION PICTURE SOUNDTRACK 


Alice Faye ¢ John Payne 
Jack Oakie $8 June Havoc 
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HELLO. FRISCO, HELLO 


Side A 
1, Overture ..seeeeeeees cecsecvecseosescessovseces : j 
Hello, Frisco, Hello Medley ..........++4 \ Alice Faye, John Payne, Jack Oakie 
Jack Oakie, John Payne, June Havoc, 
Hello, Frisco, Hello ........escesseereesseee Alice Faye. 


You'll Never Know ... Alice Faye, Jack Oakie, June Havoc 




















2. Ragtime Cowboy Joe ... Alice Faye, Jack Oakie, June Havoc 
3. Sweet Cider Time ............. ... Alice Faye 
4. The Grizzly Bear ... Jack Oakie, June Havoc, Alice Faye 
5. It’s Tulip Time in Holland . ... Kirby Grant 

When You Wore A Tulip ... .-. Chorus 


Why Do They Always Pick On Me ... Alice Faye 
Side B 
lm BS Ce lidtercssscccsesensecessceccassecccecscossocese:| 
Has Anybody Here Seen Kelly? ..... 
2. By The Light of the Silvery Moon .... Alice Faye 
SMNGottalHavelVOulecccccccccccoscccescsesencees June Havoc 
4. Gee, But It’s Great to Meet 
A Friend From Your Home Town ....Jack Oakie, June Havoc 


halice Faye, Jack Oakie 


5. You'll Never Know (Reprise) .........+++ Alice Faye 

6. Strike Up the Band, 
Here Comes A ‘Sail Olpecsscersrecousceenes \ Mact@akiowuneitisvos 
I've Got A Gal in Every Port .......... 





7. Hello, Frisco, Hello 
You'll Never Know 





1 Alice Faye, John Payne 





1. Sandy Hook Records will be issued on a regular schedule, Write for our 
free catalogue 
2. Parts of these recordings may have some surface noise and scratch. This 
is not a defect of the record you are playing 
3. These records are not licensed for broadcast 
Sandy Hook records are personally re-mastered by 


Vicks Prphre— 


“None genuine without this signature” 
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Synopsis: s 

The setting is San Francisco's rowdy Barbary Coast in the early 1900's 
We're in one of the many waterfront honky tonk cafes, Sharky's Colos- 
seum, where a talented foursome—Johnny Cornell (John Payne), Trudy 
Evans (Alice Faye), Dan Daley (Jack Oakie) and Beulah Clancy (June 
Havoc)}—provide the entertainment. The saloon’s patrons, however, pay lit- 
tle attention to the act. Then Johnny brings in a brand new song, and 
everyone listens. The trouble is, now nobody pays attention to drinking at 
the bar! Sharkey, in a fury, fires the act. Penniless, Johnny and the others 
join up with a mission band, and their street performances are so popular 
that all of the Barbary Coast's business comes to a halt. When the owners 
of the saloons unite and give Johnny money to stop his show, he imme- 
diately uses the funds to open his own place, 

Johnny's new cafe becomes the Coast's biggest attraction, especially for 
high society types from Nob Hill, including the heiress Bernice Croft (Lynn 
Bari). Johnny, who is fascinated by the wealthy, falls for blueblooded 
Bernice, and, despite Dan's protests, he marries her. Overcome by sorrow, 
Trudy leaves for New York, where she becomes a big success on 
Broadway. 

Johnny now wastes away all of his money on pretentious grand opera 
enterprises, and Bernice leaves him. He descends to being a barker for a 
honky-tonk. When Trudy returns to San Francisco and finds out what has 
happened, she talks Sam Weaver (Laird Cregar) into pretending that he 
has found gold, and with the money from this alleged discovery (which is 
actually Trudy’s money), Johnny is able to reopen the Grizzly Bear, with his 
old act performing together again. The opening is very successful, and the 
place is packed with customers. The finale, a big number starring Dan and 
Beulah, is climaxed by Trudy and Johnny performing their hit, “Hello 
Frisco, Hello,” as well as a reprise of ‘You'll Never Know.” 


The Grizzly Bear 
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LISZT 


mephisto waltz 











S/AISTT: Les Preludes 
SAINT-SAENS: Danse Macabre 
WEBER: Der Freischitz Overture 


Vienna State Opera Orchestra 
Conducted by 
HERMANN SCHERCHEN | 








SIDE ONE 


LISZT 
Mephisto Waltz 


SAINT-SAENS 


Danse Macabre 


Franz Liszt was born in Raiding, Hungary 
in 1811. His musical talent was so phe- 
nomenal that he was recognized as an 


established concert pianist at the age of 
nine. His attempt to enroll in the Paris Conservatoire was met 
with refusal and prompted his subsequent tour of Europe and 
England. It was during this tour that Liszt proved his oft chal- 
lenged but rarely disputed mastery of the piano. In 1849 he dis- 
continued his concert performances in order to accept the post of 
director of the court theater at Weimar. This position in Weimar 
enabled Liszt further to promote the works of other composers, 
and not particularly his own. Liszt's ability as a conductor was 
equally as effective as his pianistic accomplishments; he was the 
first composer to develop the symphonic poem as a form of compo- 
sition and in this respect has contributed a great deal to the 
orchestral literature of the world. 


Liszt was often regarded as an artistic enigma by many of his 
contemporaries who viewed his genius with awe. This same genius 
was often translated into terms of musical works, both alive and 
full of colorful illusion. The Mephisto Waltz is indicative of this 
particular style of composition and embodies many of Liszt's origi- 
nal ideas with regard to a newer and more distinctive orchestral 
style. This work was inspired by the legend of Faust in the version 
written by the German poet, Lenau. 

Liszt's description of the episode gives us a very clear picture of 
the music: Mephisto and Faust come upon an inn in which the 
drunken revelry, music, and dancing of a wedding feast are in full 
sway. With diabolical cunning Mephisto persuades Faust to enter 
into the gay, rustic festivities. The wild and joyous abandon of 
the celebration is contagious and unanimous, with one exception— 
the village fiddler. Having played for several hours he is quite 
befuddled, and his playing is tired and somewhat indifferent. 
Mephisto snatches up his violin and launches into a vehement, 
sensual display, thoroughly calculated to bring about another pit- 
fall for the unwary Faust. Rippling crescendos lull him into a 
sense of false security, and, seizing a buxom village maiden, the 
already unnaturally young Faust whirls madly to the fiddler’s tune. 
With acceleration the waltz rushes madly on, continuing its entic- 
ing effect on Faust who with mounting passion has danced his 
partner out of the inn and into the woods, The music then becomes 
fainter and subdued; the amourous song of the nightingale is heard 
for a few brief moments, then the daemonic cunning of Mephisto 
is heard once again in a brief but tumultous peroration. 

Les Préludes was composed at Weimar in 1849-50 from sketches 
made in earlier years and was considerably extended and enlarged 
before its first performance in February, 1854. The score was pub- 
lished in 1856. The following quotation from Lamartine gives us 
a guide to its program: 

“What is life but a succession of preludes to that unknown song, 
the first solemn note of which is sounded by death? Love is the 
enchanted beginning of every life, but what mortal is there whose 
first delights of happiness are not broken by some storm, dispelling 
with its fatal breath his fair illusions, destroying his altar with its 
dire lightning? What wounded soul when a tempest is passed, 
does not seek to suspend its memories in the sweet solitude of 
country life? Yet man is not content to bear the quiet languor 
which Nature’s bosom offered; and when the trumpet sounds a 





Vienna State Opera Orchestra 


call to arms, he hurries to join his comrades no matter what the 
cause that summons. He rushes into combat, and, in the uproar 
and duress of battle, regains complete confidence in himself and 
the full possession of his powers.” 


Camille Saint-Saéns was a great admirer of Franz Liszt, and his 
enthusiasm for Liszt's symphonic poems led him to try his own 
hand at composing in that form. The Danse Macabre, composed 
in 1874, is the most popular of Saint-Saéns four works in this 
genre. Its premiere performance, in 1875, was not well received, 
but the public soon got over its aversion to the morbid program of 
the work and reversed its unfavorable decision, The Danse 
Macabre has been a standard work in the repertoire ever since. 


The music of the Danse Macabre follows closely the text of the 
poem by Henri Cazalis on which it is based. The scene is a grave- 
yard at midnight, and Death begins the Danse by striking his heel 
on a tombstone twelve times, to signify the witching hour of mid- 
night. As Death tunes his fiddle the dead answer his summons and 
come forth from their graves to dance to his tune. Brisk, jerky 
rhythms from the flutes set the pace for the awkward dancing of 
the skeletons, and from the xylophone we hear the rattling of the 
bones. A flowing melody from the violins accompanies the grace- 
ful gliding of the ethereal spirits. The Dies Irae is heard, and 
then the tempo picks up until the crowing of the cock is heard 
(oboe), At this announcement of the coming of dawn all the 
ghostly dancers slip back into their tombs and the graveyard is 
silent once more. 


Carl Maria von Weber, an outstanding figure who greatly fur- . 


thered the cause of Romantic opera, was born in Eutin, Germany, 
in 1786 and died in London in 1826. His father, an accomplished 
musician and theater manager, contributed much practical knowl- 
edge to his son’s education. Weber retained this experience, and 
later utilized it to fullest advantage at Dresden, where he raised 
the standard of operatic performance, and also in the composition 
of his own operas, including Der Freischiitz. This opera was first 
performed in Berlin on June 18, 1821. 


The story of the opera is adapted from an old legend and con- 
cerns the casting of magic bullets with the aid of Zamiel, who is 
in reality the devil. The position of head forester plus the hand of 
Agathe, the retiring forester’s daughter, are to be given to the 
winner of a sharpshooting contest. Max, the opera's hero, is per- 
suaded by Caspar to enlist the aid of Zamiel in casting the seven 
magic bullets. A highlight of the opera, the famous Wolf Glen 
Scene, is without doubt one of the most dramatic moments in the 
history of opera. Amid rocky crags and sinister-looking trees, 
Caspar stands within a circle of blackened stones that contain the 
skull of a sorcerer, and invokes the aid of Zamiel. Later, at the 
shooting match, everyone is amazed at Max’s sharpshooting until 
the last bullet, over which the devil has his power, goes awry and 
strikes Agathe. Agathe is saved through the magical properties of 
a wedding wreath that has been blessed by a holy hermit. The 
devil takes the soul of Caspar, while Max, finally realizing his 
error, confesses all. The opera ends with the Duke Ottokar im- 
posing a year of penance on Max before he may receive the post 
of head forester and the hand of Agathe. The overture is made up 
prnepally of melodies from the opera, and is one of the most 
often performed and highly favored works in Romantic opera. 
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Les Preludes 





Conducted by HERMANN SCHERCHEN 


WEBER 
Der Freischutz Overture 





HERMANN SCHERCHEN is ac- 
knowledged as one of the world’s 
ereat conductors and is renowned for 
the wide range of his repertoire. He 
has been acclaimed as great an interpreter of Beethoven, Handel, 
and Bach as he has of many modern composers. His Westminster 
recordings of all nine Beethoven symphonies and the twelve “Lon- 
don” symphonies of Haydn are considered milestones in the history 
of recorded music. 


Hermann Scherchen's early reputation was earned as conductor 
in Riga, Berlin, Frankfurt, Winterthur, and Kénigsberg. An out- 
spoken anti-fascist, he left Germany in 1932, and settled in Switzer- 
land. Since the end of World War II he has conducted in all the 
leading European cities, most recently in Rome, London, Paris, and 
Vienna, and in South America. In addition to his activities as a 
conductor Scherchen is well-known as an author, having written 
authoritative books on music, including The Essence of Music and 
Handbook of Conducting. 


This is a STEREOPHONIC recording, proc- 
THE RECORD essed according ro the R.I.A.A. characteristic 
4 i from a tape recorded with Westminster's 


exclusive “‘Panorthcphonic’’® technique. It 

should be played only with a stereo cartridge. 
To achieve the greatest fideliry, each Westminster record is mastered at the 
volume level technically suited to it. Therefore, set your volume control at 
the level which sounds best to your ears and, for maximum listening pleasure, 
we recommend that you sit at least six feet from the speakers. Variations in 
listening rooms and playback equipment may require additional adjustment 
of bass and weble controls to obtain NATURAL BALANCE. 





HEAR THESE OTHER OUTSTANDING WESTMINSTER RECORDINGS BY HERMANN SCHERCHEN: 


DUKAS: The Sorcerer's Apprentice 
CHABRIER: Espana 

FALLA: Ritual Fire Dance; Dance of Terror 
RAVEL: Boletos cesrsereeree : 


ROSSINI: William Tell Overture 


WST 14032 


KHACHATURIAN: Gayne Ballet Suite 
MUSSORGSKY: Night on Bald Mountain 
BORODIN: Polovtsian Dances 
RIMSKY-KORSAKOFF: The Flight of the Bumble Bee 


FRENCH OVERTURES IN STEREO HI-FI 


WST 14033 


Write for free complete catalog 
eRINTES Westminster Recording Co., Inc., 
Mi A Subsidiary of Am-Par Record Corp. 


REZNICEK: Donna Diana Overture 
HEROLD: Zampa Overture 


AUBER: Fra Diavolo Overture WST 14031 
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RUTH RUBIN sings ny 


DICK WEISSMAN, Banjo, Guitar & Mando-Cello YIDDISH FOLK SONGS 


(Dick Weissman appears through the courtesy of Capitol Records) 


~~ 


HEDY WEST, Flute & Piccolo 


RUTH RUBIN has been performing before concert 
audiences since the age of six. At an early age she 
became interesied in the folklore of many peoples and 
learned songs of the English-speaking countries, French 
Canada, France and Germany. Some twenty years ago 
she embarked on a serious study of secular Yiddish 
folk songs of Eastern Europe, which in turn led her 
into pioneering work in the United States, collecting, 
collating, translating texts and tunes, researching the 
historical background of the material, and becoming 
acquainted with the work that had been done by other 
scholars in the field of Yiddish folklore. In addition to 
performing in lecture-recitals from coast to coast, she 
has written many articles and essays for folklore jour- 
nals and other scholarly publications in the U.S, Canada, 
South America, Europe and 'srael. Today, Mrs. Rubin 
is recognized as this country’s leading scholar in the 
field of Yiddish folk song stories. She is the compiler 
and editor of one of the finest general collections of 
Jewish folksongs published in this country: A TREA: 
SURY OF JEWISH FOLKSONG (Schocken Books, New 
York, 1950.) 

K.S.G 
SIDEA 

1. SHVARTSE KARSHELECH RAYSN MIR (We Pick 
Black Berries): A song in 3/4 time, probably created by 
a dancing-master brought down from the big city to 
teach the waltz to young men and women in the small 
town. As it emphasizes the one-two-three rhythm, the 
singer speaks of his unsuccessful affair which lasted 
"3/4 of a year.” “What's the use of my trying to dance 
the new dances — the kazatska, the polka, the mazurka 
— when the girl | love doesn’t love me? What's the use 
of her pretty little hands when they do not caress me? 
What's the use of her sweet lips, when they do not 
kiss me?” 

2. MAYN YINGELE (My Little Boy): A lullaby writ- 
ten by Morris Rosenfeld in 1887, which is still current 
wherever Yiddish-speaking Jews reside. The melody 
sung on this recording is ihe most popular of several 
anonymous tunes to which it has been set. A father 
who works in a sweatshop clothing factory bitterly 
bemoans the fact that he never gets to see his little son 
awake. He leaves early to work, when the child is 
still asleep, and returns when the little boy is asleep 
once more. He is thus denied the joy of the day-to-day 
growth of his little son. He doesn’t get to hear him 
utter his first words. 

3. YUGNT HYMN (Hymn for the Youth): Text by 
S. Kacerginsky and tune by Basya Rubin. Poet and 
composer were both fighters in the Vilna ghetto under 
German occupation, and their song was a powerful 
morale-builder for the youth of Vilna. “Our song is full 
of sorrow, but our step is firm. Though the enemy 
stands at our gates, we sing bravely — to all who 
wander, uprooted and homeless. We greet those who 
courageously march into battle. We remember all of our 
foes and will never forget our friends. We bind our 
past with our present, marching together with the 
builders, the welders. Everybody can be young who 
only wishes — age is no deterrent. The old can be 
children too, and help build a new life! 

4. ZAYT MIR GEZINT CHOVERTES ALE (Farewell, 
All My Friends): This type of song, in which a bride 
bids farewell to her friends before she is led to the 
marriage ceremony under the canopy, might have 
been sung during the ceremonial of bazetzns, in the 
bride’s home. There, surrounded by her friends and 
female members of her family, her head was shaved 
in preparation for the donning of the wig, and the 
marriage entertainer would sing somber songs to put 
the bride in the proper frame of mind before she 
assumed the solemn marriage vows on her wedding 
day. The song does indeed reflect this pensive mood, 
with the young girl apprehensively facing her future 
life with a man she has possibly never seen before 
(for this was the world of arranged marriages), 1o 
assume the responsibilities of a household which she 
must build and maintain with the proper respect and 
humility. 


5. HOBER UN KORN (Oats and Corn): A satirical 
song set to a stately rhythmic dance, pokes fun at 
certain dated customs prevalent in the 19th century. 
Creating a situation in which a girl (Rivkele) loses her 
apron and a fellow (Yankl) finds it, the song ridicules 
the adherence to a belief by which the two are con- 
sidered ‘naturally mated’ on the basis of such an acci- 
dent. The ritual of casting ‘fertility’ seeds at the en- 
gaged pair is mentioned, and the wedding seems a 
foregone conclusion. But alas, Rivkele is a poor girl 
and has no dowry! Consequently, despite ‘the custom 
of the apron’, Yankl goes off with another! “Poor 
Rivkele, woe unto her! Who will marry her now? — 
She will never put her faith in the apron again!” 

6. BIN ICH MIR A SCHNAYDERL (| Am A Liitle 
Tailor): This work song speaks of four occupations in 
the old East European Jewish environment: that of a 
tailor who earns enough only for bread, but not for 
butter; the cobbler mends other people’s shoes, but 
goes barefoot himself; the roofer fixes everyone else's 
roof, but his own leaks; the merchant barely has “two 
groshn’s worth of raisins and almonds in his store,” 
but bears his burden and praises the Lord. The prob- 
lems thus contrast with ihe refrain of the song, which 
proclaims: “Thus | live, day in day out, happily, merrily 
and fine!” 

7. IN TOYZINT ACHT HUNDERT NAYN-UN-NAYN- 
TSIGSTN YOR (In the Year of 1899): In 1899 ihe Russian 
government was sending recruits to the Far East. The 
average young Jewish soldier often had only a vague 
idea of where the Far East was. In this song, the young 
recruit describes the rigors of life in the barracks, 
where he sleeps on an iron bunk, his knapsack for a 
pillow, exposed to the brutalities of the corporal in 
charge. He bids his beloved bride adieu, promises to 
be true to her and pleads that she pray to the Lord, 
that he not be sent to that far-off region. 

8. FARVOS ZOL ZAYN MAYN CHOSN A SOLDAT 
(Why Must My Fiancée Be A Soldier?): A young girl 
laments her fiancée’s impending departure for the 
army. “| cannot eat or drink, mother dear,” she com- 
plains. “All day long, | weep and wail: why must my 
darling be a soldier? I'll climb up on a ladder high to 
the Lord and ask him why . . .” She yearns to see her 
love before he leaves. “Oh, if a whirlwind would but 
lift me up and take me to him, so that | could admire 
his lovely head of hair and perhaps even kiss him.” 
The final parting rises up to pain her as she cries out: 
“Oh, how will | be able io bear it? The Czar will take 
my most precious jewel trom me and | shall be stand- 
ing-by so helplessly!” 


SIDE B 

1, BETLERS (Panhandlers): Text by Zaretsky and tune 
by Michl Gelbart. Of American vintage, the melody of 
this song is based on an old East European beggar 
song. The panhandler and_his stringed instrument, with 
his blind wife beside him, go begging and strumming 
through the streets. A painter passing-by is also pan- 
handling — begging a theme. for his canvas. A mer- 
chant hurries through, grasping and eager to “swallow: 
up all the trade from near and far.” The poet follows 
them all, blending “the three drops in his poetic sea.” 

2. HOT ZICH MIR DI SHICH TSERISN (My Shoes 
Wore Out): This sardonic dance-song of the Vilna 
ghetto, set to an old Jewish wedding tune, speaks 
bitterly of ghetto life under German occupation during 
World War Il. It makes subtle reference to the bogging 
down of German troops in the U.S.S.R. and the efforts 
of the Nazis to collect from the ghetto dwellers all fur 
coats and fur pieces to be shipped to the front, Thus 
the first stanza and refrain tell us: “My shoes are torn 
oh woe to me, they've ripped my collar off and | am 
freezing. Dance, dance a little bit with me, oh you little 
frosts, you come from Siberia.’ The second and third 
verses mention the pink and yellow work passes, 
which meant extending life a little longer . .. the 
singer's wife who is hidden away in a dugout some- 
where . , . rations of bread by the centimeter and wood 
‘by the deka’, doled out by the Judenrat — The Jewish 


Committee heads appointed by ihe German occupation 
forces to'administer the life in the ghettos and who 
were often brutal and corrupt. 

3. OY, A NACHT A SHEYNE (Oh, What a Beautiful 
Night): Two lovers are saying goodbye in the moon- 
light. The young man is leaving for the army and their 
future seems sadly uncertain. They cling to the sweet 
memories of wonderful tender nights under a full 
moon. “Let's get married ai once,” she pleads. “What's 
the use? | have to go into the army,” he replies. “I'll go 
on trains and swim across rivers, I'll leave my parents 
and come to you,” she says. “Don’t go on trains and do 
not swim across the waters,” he replies, “just wait for 
me, my darling, and in three years I'll return.” 

4. VOS HOSTU MIR OPGETON (What Have You 
Done To Me?): Within the Jewish community of Eastern 
Europe, the lowest on the ladder were the seamstresses 
— without social standing and without a dowry, they 
were often doomed to a life of celibacy. Love was a 
dream and wherever it was realized, its duration was 
brief and tragic. !n this song a girl laments her love for 
the fellow who is about to leave her. My mother 
warned me not to get mixed up with you,” she wails. 
“When you are gone, | shall never cease longing for 
you. | might as well go down to the river and drown.” 

5. HEY, TSIGELECH! (Hey, Little Goats!) Text and 
tune by Mordche Gebirtig. This is one of the many pre- 
war songs written by the most popular folk bard in 
Poland between the two world wars. He was killed 
by the Nazis during the German occupation of Cracow. 
When the war broke out, Gebirtig wrote several songs 
in defiance of German brutality and in an effort to 
bolster the morale of his suffering people. This little 
ballad, however, written in times of peace, speaks of 
the love of a shepherd for a maid who ‘bewitched’ 
him. He neglected hiis sheep and came to a sad end — 
drowning in the forest brook, his flock wandering aim- 
lessly about, while the maiden sat weeping on the 
bank. 

6. OT AZOY NEYT A SHNAYDER (This Is How A 
Tailor Sews): A work song popular among apprentice- 
boys and tailor-hands in early 19th century workshops, 
this variant includes two stanzas which were added 
towards the last quarter of the century, during the 
movement for a ten-hour day. “Last year, Heaven help 
us, we toiled from eight to eight — but since our strike, 
we don’t work twelve hours anymore-” But the old 
humorous stanza which speaks of “sewing and sewing 
and sewing, but earning a guldn with a hole in the 
middle” still lilts along, recalling the hard days before 
the strike. 

7. KAYN KOTSK FORT MEN NISHT (To Kotsk We 
Do Not Ride): A group of Chassidim are going on foot 
to their holy Rabbi in Kotsk, some 30 miles from War- 
saw. Approximating the annual pilgrimages up Mt. Zion 
in the ancient days, during the major festivals, the song 
speaks of the same ceremonials in Kotsk. The Hebrew 
word reg} is utilized in the three stanzas of the song, 
in its three connotations: regl means a foot — we go 
on foot; regl means a custom — it is a custom you 
should follow; regl means a holiday — when we go to 
the Rabbi of Kotsk it is a great holiday indeed! Thus 
did the adherents of the Rabbi of Kotsk walk along, 
sing and dance along, as they went together, exhorting 
everybody to join them, on their annual pilgrimages 
to their holy Rabbi. 

8. SHLOF, SHLOF, SHLOF (Sleep, Sleep Sleep): A 
tender lullaby, which builds on incidental rhymes. 
“Sleep, sleep, sleep. Daddy will go to ihe village, He 
will bring you an apple — to make your little head 
strong; a birdie — to make your little eye strong; a 
little hare — to bring health to your little nose; a little 
duck — to bring health to your little hand; a little nut — 
to make your little foot strong; a little bowl of soup — 
to make your little belly healthy; a little dress — for 
my sweet little girl!” 

Nojes by RUTH RUBIN 
Recorded by RUDY VAN GELDER 
Produced by KENNETH S. GOLDSTEIN 
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SIDE 1 
1 What You Won't Do 


(Adapted) 
Siyute 


2 Satisfaction Guaranteed 
(Adapted) 
Sugar Minott 


3 IPromise To Love You 
(R. Kennedy) 
Sugar P 


4 Can’t Wait Another Minute 
Saree 


5 Victim Of Your Love 


(B. Reid) 
Candy Man 
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1 Kunumunu 


(C. Mason) 
Tumpa Lion 
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2 Name Bran Song 


(L. Brown) 
Little Lee 


(D. Drackett) 
Lyrical 


4 Kamacon 


(R. Gordon) 
Robbie G 


5 Loving Daddy 


(T. Thompson) 


Papa San 
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ROBERT FRYER presents 


ROSALIND RUSSELL 


LAT 8058 


SELECTION WONDERFUL TOWN 


with members of the New York Production 


Based on the book by RUTH McKENNEY 
Book by JOSEPH FIELDS and JEROME CHODOROV 
Music by LEONARD BERNSTEIN 
Lyrics by BETTY COMDEN and ADOLPH GREEN 


With GEORGE GAYNES; EDITH ADAMS; HENRY LASCOE; DORT 
CLARK; JORDAN BENTLEY; CRIS ALEXANDER and Warren Galjour; 
Albert Linville; Delhert Anderson 


| Musical direction and arrangements by LEHMAN ENGEL 
Production directed by GEORGE ABBOTT 


Side No. | 


Christopher Street— Warren Galjour and The Villagers Chorus 
Ohio— Rosalind Russell and Edith Adams 
One hundred easy ways—Rosalind Russell 
What a waste—George Gaynes, Warren Galjour and Albert Linville 
A little bit of love—Edith Adams 
Pass the football—Jordan Bentley 
Conversation piece—Rosalind Russell, Edith Adams, Cris Alexander, 
George Gaynes and Dort Clark 


Side No. 2 
A quiet girl— George Gaynes 
Conga !— Rosalind Russell and The Cadets 
My darlin’ Eileen—Edith Adams, Delbert Anderson and Police 
Swing !— Rosalind Russell and The Villggers Chorus 
It’s love—Edith Adams, George Gaynes and The Villagers Chorus 
Ballet at The Village Vortex— Orchestra 
Wrong note rag—Rosalind Russell, Edith Adams and The Villagers Chorus 


When ‘Wonderful Town” swept on to the stage of the Winter Garden on 
February 26, 1953, audience and critics were equally roused to a fever-pitch of 
excitement. Not since ‘““Guys and Dolls” had there been such an outburst of 
unanimous enthusiasm. Just to prove the unusually high quality of Leonard 
Bernstein’s melodies as well as Adolph Green and Betty Comden’s distinctive 
lyrics, each critic seemed to pick a different song as the ‘‘pop tune” of the 
show. All agreed, however, that 4 quiet girl, It’s love, A little bit in love, and 
Ohio were not only show-stoppers but ear ticklers which would long be 
remembered for their uncanny combination of words and music. 

*‘Wonderful Town” is the culmination of a happy series of successes. It 
began as a brisk and brilliant book by Ruth McKenney about her baby-faced 
but man-slaying sister Eileen. The book was transformed into a winning 
play (‘My Sister Eileen’) by Joseph Fields and Jerome Chodoroy, after 
which it made an equally effective appeal when it reached new audiences as a 
laugh-provoking motion picture. In each version the plot was about the 
same. In ‘‘Wonderful Town” it again centres about two girls from Colum- 
bus, Ohio, who come to the Big City on the Hudson to make their careers. 
Ruth wants to be a writer, Eileen an actress. Ruth is dark, attractive, 
possessor of a sharp wit, a girl who knows how to take care of herself. Eileen 
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is blonde, bland, and wide-eyed, the kind of girl every man insists upon 
protecting. The time is 1935; the place is Greenwich Village. The girls’ 
troubles begin when they are talked into renting a one-room basement apart- 
ment at the exact spot where men are blasting in order to build the new 
subway. They are also more than a little bothered by the queer characters 
who keep appearing at their curtainless street-level window and even invade 
the apartment—most of them looking for Violet, the former tenant, who has 
made a good living by dispensing her favours. Ruth finds that getting 
established as a writer in New York is far from easy; Eileen finds that getting 
on the stage is almost impossible. One misadventure follows another—an 
editor, an ex-athlete, an operator of a Village night club, a wolf disguised as a 
newspaperman, an over-refined drugstore manager, a crooked landlord who 
is also a Sunday painter, and several members of the Brazilian Navy, all 
somehow get themselves mixed up in the action. Eileen manages to get 
arrested, and as a result charms every member of the police force with whom 
she comes in contact. Ruth gets a newspaper assignment, which turns out to 
be a hoax. Just as dark clouds descend upon the two sisters, the sun breaks 
through: Eileen’s publicity lands her a night club job—and even a decoration 
from the Brazilian Government—while a story Ruth has written about the 
naval cadets wins her a much desired spot on a leading newspaper. 

All of this is framed in a gaiety that never lets down. The book has unusual 
substance and the music is as nimble as the lines. Audiences and critics 
agreed that here was a show in which the fun never falters, in which the songs 
are both literate and lively—in short “Wonderful Town” has everything 
that an intelligent musical can hope to have. 

Nominated three times for an Academy Award, Rosalind Russell became a 
star in spite of her family’s scepticism. She was born in Waterbury, Con- 
necticut; her father was a famous trial lawyer; her family still seems to believe 
that ‘“‘Roz will get this acting out of her system’. Nevertheless, Rosalind 
Russell knew what she wanted from the very beginning. After graduating 
from Marymount College and a training at the American Academy of 
Dramatic Arts, she talked herself into a summer stock company at Lake 
Placid, New York. After a few seasons, her role with Bert Lytell in “The 
Second Man” won her a Hollywood screen test and a long-term contract. 

From that time on Rosalind Russell impressed her audiences in every way 
most of all, perhaps, because of her versatility. She acted such dramatic 
roles as ‘Sister Kenny” as well as a deeply serious part in “Mourning 
Becomes Electra’, but she was equally successful when she played for laughs 
in ‘His Girl Friday”, ‘No Time For Comedy”, “Women of Distinction”’, 
and other celluloid comedies. When she returned to the stage she was 
delightfully rib-tickling as the literally bewitching witch of “Bell, Book and 
Candle’’. Everything she does carries the touch of distinction. 

Her personality, matching her beauty, has made her not only a favourite 
with film-goers all over the world but an industrious worker for civic activities. 
(She has received over thirty-five important awards and citations.) Although 
the stage is her natural sphere, she excels in outdoor sports; she rides well, 
swims like a professional, plays a hard game of tennis and a remarkable game 
of golf. She likes designing clothes and, on the side, thinks up new ideas in 
sweaters. Her name always appears high on the list of the ten best-dressed 
women. 

In 1939 Miss Russell was sailing back to the United States on the S.S. George 
Washington. Her deck chair was next to that of Frederick Brisson, the motion 
picture producer who was coming to this country. Although he tried to avoid 
the only motion picture being shown aboard (“The Women’’), Brisson 
finally broke down and saw the movie with Miss Russell. He liked it. He 
liked Rosalind. And on October 25, 1941, he and Rosalind were married. 
On May 7, 1943, their son Lance was born. 
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0) A 
HEY PUCK AWAY e¢ DOH BOTHER ME NOW (W. Devines, C.O.1.T.) POOM POOM 
(Superblue C.O.T.T.) A LITTLE OIL IN MY LAMP (traditional) THE MORE WE ARE TO- 
GETHER (traditional) TOTAL DISORDER (Duke C.O.T.T.) GIMME MORE (B. Franklin) 
MOVE YUH HAND (Swallow P.R.S.) GLORY, GLORY HALLEJUIAH (traditional) WHEN 
THE SAINTS (traditional) AH FRAID PUSSY BITE ME (Sparrow) NAH DO THAT (lwer 
George) JUMP AND BREAKAWAY (E. Hector) NO NO WE AIN'T GOING HOME 
(Tambu C.O.T.T.) HANG ON SLOOPY. CHILDREN ROW THE BOAT ASHORE (tradi- 


tional) BURROKEETE WOMAN (Swallow P.R.S) INSIDE THE PARTY (Explainer C.O.T.T.) 
FIRE IN THE BACK SEAT (Swallow C.O.T.T.) 


side B 


CELEBRATION (Explainer/F. Mc Intosh) CHILDREN WALK THE ROAD (traditional) 
AMEN (traditional) NAH NAH HEY HEY (traditiona)l YYONNE (Sparrow, C.O.T.T.) 
CECELIA. EVERYTIME AH CALL YOU ON THE TELEPHONE. CRAZY LOVE (Melody) SAD 
MOVIES. DOH CRY ME AH RIVER (Errol Ince) COVER ME. UNDER THE BOARDWALK. IF 
YOU LET ME MAKE LOVE TO YOU. TELL ME WHY (G. Joseph/T. Watkins) MARY ANNE. 
IF YOU LOOKING FOR SOMEBODY (Shandileern) SOCA PAN TUNER (W. Devines) LAST 
TRAIN TO SAN FERNANDO. OH BLAH DEE (Lennon/Mc Carther) SOCA JAMBOREE 
(Errol Ince, C.O.T.T.) ALL THE WAY (Sparrow, C.O.T.T.) DONT STOP THIS PARTY (Swal- 
low P.R.S) ITS CRYING TIME AGAIN. 
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N mid-December of 1932, in the depths of the 
Depression, a group of musicians entered the 
RCA Victor studios in Camden, New Jersey, for a 
marathon recording session. They were the 
members of the Bennie Moten orchestra, one of 
the leading bands of the Midwest—of the coun- 
try, for that matter—an organization which had been 
recording for Victor since 1926 and for another com- 
pany three years before that. The men were demoral- 
ized, literally hungry, and the long session was almost 
the last act of this particular manifestation of the Moten 
band. As clarinet and alto soloist Eddie Barefield has put 
t, “We didn’t have any money. .. we had to get to Cam- 
den to record, and along comes this little guy Archie 
with a raggedy old bus, and he took us there. He got us 
a rabbit and four loaves of bread, and we cooked rabbit 
stew right on a pool table. That kept us from starving, 
and then we went on to make the records. Eddie Dur- 
ham was doing most of Bennie’s writing then; I made 
_ Toby that time. We just turned around and made it back 
to Kansas City. We hung around there for a while, not 
joing much of anything...” 

Certainly there is nothing either in the music or in 
e frequently joyous way it’s played on this LP to indi- 
e that the band was in such straits at the time. Or 
at the soon-to-be-illustrious personnel. There is 
ips” Page as the group’s trumpet soloist; there 
Minor and Eddie Durham as trombone soloists, 
tham also contributing guitar solos and 


o, and there is Walter Page, whose firm, 
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and developed them in an ensemble style. Further, the 
piece features original melodies on a rather sophisti- 
cated chord structure borrowed from a standard popu- 
lar song. Notice also how much Fats Waller there is in 
Basie’s solo—the stride masters James P. Johnson and 
Luckey Roberts were Basie influences in his early days, 
and Waller gave Basie instruction. Notice also how per- 
sonally melodious “Lips” Page is. And notice that the 
figures usually played today as Moten’s Swing are only 
the final riffs in this performance. 

Blue Room opens in a somewhat older style, but 
there are the chimes Basie provides behind “Lips.” 
Then, hear the way the spurting riff figures begin to 
appear under Barefield’s wry solo. Finally comes the 
thrilling brass and reed riffing, which not only takes us 
into the later world of Count Basie, but which in itself is 
one of the most beautifully played passages in all 
recorded jazz. 

New Orleans was Jimmy Rushing’s vocal for this ses- 
sion, but it also has a wonderful, eruptive moment on 
the verse of the piece by Ben Webster, who sounds a lot 
less like Coleman Hawkins here than he is supposed to 
have sounded at this early point in his career. 

The Only Girl I Ever Loved contains a rather square- 
style vocal by the Sterling Russell Trio, but the side is 
notable as a sample of the group performing at slower 
tempo. There are also brief, effective flashes of Dur- 
ham’s guitar; there is Ben Webster, and there is an end- 
ing that, in effect, reinterprets the piece as if it were 
Moten’s Swing. 

Milenberg Joys, like Prince of Wales, reinterprets a 
piece from the earlier jazz repertoire in the new style. 
Basie is lightly humorous in his deliberately old-timey 
introduction, and do not miss the saxophone figures, 
nor the way the rhythm walks behind them, nor the 
chase between Barefield and Webster toward the end. 

Lafayette is one of Durham’s contributions to the 
new repertoire, not quite so lean and spare in the writ- 
ing as his later arrangements for Basie, however. 

I am sure that Prince of Wales would be an excep- 
tional performance if only for the forceful and hand- 
some, not to say joyous, striding of Basie’s piano—we 
tend to forget how beautifully he could play this style 
and what glee there was in it. But also do not miss the 
way Walter Page comes in behind Webster, the figures 
behind “Lips,” and the way that the ending in effect 
rewrites Prince of Wales as if it were Toby. 

Walter Page was the solid foundation on which this 
band was built rhythmically. And Walter Page's Blue 
Devils, his Midwest group of a few years earlier, was the 
source of its style and of many of its best sidemen, 
beginning with Basie and Jimmy Rushing, then “Lips” 
Page, and ending with Walter Page himself. It is fascinat- 
; and instructive to see how the Moten band evolved 
ese men gradually joined it nate the earlier 
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Side A 
TOBY 


(BVE-74846-1) 12/13/32 
BENNIE MOTEN'S KANSAS CITY ORCHESTRA— 


Oran “‘Hot Lips” Page, Joe Keyes, Dee Stewart, /rpts.; Dan Minor, 


trom.; Eddie Durham, trom. and solo guitar; Eddie Barefield, 
clar., alto; Jack Washington, alto, bar; Ben Webster, tenor; 
Count Basie, piano; Leroy Berry, rhythm guitar; Walter Page, 
bass; Willie McWashington, drums, (ASCAP 3:27) 


MOTEN’S SWING 


(BVE-74847-1) Same  (ASCAP/BMI 3:21) 


BLUE ROOM 


(BVE-74848-1) Same (ASCAP 3:21) 


NEW ORLEANS 


(BVE-74850-1) Same; Jimmy Rushing, vocal. 


THE ONLY GIRL I EVER LOVED 


(BVE-74851-1) Same; Sterling Russell Trio, vocal. 


MILENBERG JOYS 


(BVE-74852-1) Same (BMI 2:47) 


LAFAYETTE 


(BVE-74853-1) Same (BMI 2:45) 


PRINCE OF WALES 


(BVE-74854-1) Same (BMI 2:50) 


(ASCAP 3:00) 


(ASCAP 3:13) 


solo space by first using the chorus from an earlier take 
and then including the solo originally heard in this take. 
The first shows Basie’s other major influence after 
Waller, Earl Hines. There is more Waller in the second 
solo, but there is Hines, too, and the remarkable thing is 
how well Basie had brought the two styles together as 
one so that they don’t sound like a patchwork. 

The New Vine Street Blues is a remake of a piece first 
recorded in 1924—an unusual 24-bar, long-meter struc- 
ture. It is an altogether remarkable, sustained perform- 
ance, much less over-arranged and much more 
emotionally cohesive than most of the Moten records 
from this period. This, by the way, is a previously unre- 
leased ‘‘take,” chosen because the solos seem a bit 
stronger. I assume that the effectively Bechet-like clari- 
net solo, which has so much to do with developing the 
mood of this performance, is Woody Walder, who had 
been with the Moten band on its earliest records, and 
that the baritone solo, which manages some slap- 
tonguing without raucousness and without breaking 
the mood, is Jack Washington. I also take it that the 
plunger introduction is Ed Lewis, although this playing 
is rather different from the Nichols-Beiderbecke style he 
uses on his other solos here. 

This is also a new “take” of Won't You Be My Baby?, 
included for Rushing’s marvelous singing—he comes 
on as if he wrote the piece himself, which, as a matter 
of fact, he did! Rushing was largely a ballad singer in 
those days, but here he has the plaintive wail ofa blues 
celebrity of the Twenties—that wail plus his own ubiq- 
uitous good humor. The performance also shows an 
effort at a steady four-beat rhythm. 

Oh! Eddie is arranged, or oyer-arranged, in the old 
style, but it has Basie (it also has Bus Moten’s accordion 
jiving around with the brass), and the last chorus teas- 
5 out ideas ssid later turned up in Mofens 
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Side B 
THE JONES LAW BLUES 


(BVE-57402-3) 10/23/29. 

Ed Lewis, Booker Washington, ¢rpts. and/or cornets; Thamon 
Hayes, trom.; Eddie Durham, from. and solo guitar; Harlan 
Leonard, alto clar.; Woody Walder, clar. and tenor; Jack 
Washington, alto and bar.; Count Basie, piano; Buster Moten, 
accord. ; Leroy Berry, banjo and/or guitar; Vernon Page, bass, 
Willie McWashington, drums. (BMI 3:11) 


SMALL BLACK 


(BVE-57304-3 plus excerpts from BVE-57304-2) Same (BMI 3-59) 


NEW VINE STREET BLUES 


(BVE-57315-IR) 10/24/29 Same (BMI 2:57) 


WON’T YOU BE MY BABY? 


(BVE-62909-1R) 10/2730 Same except add 


“Hot Lips’ Page, section trpt.; Jimmy Rushing, vocal. (BMI 3:13) 
OH! EDDIE 

(BVE-62911-2) 10/28/30 Same (BMI 2:53) 
THAT TOO, DO 

(BVE-62912-2) Same; Jimmy Rushing, vocal. (Bi 3:19) 
WHEN I’M ALONE 


(BVE-62924-2) 10/30/30 Same; Jimmy Rushing, roca! (BMI 5:16) 


SOMEBODY STOLE MY GAL 


(BVE-62927-1) 10/31/30 Same; scat vocal by Count Basie. (AScaP 3:03) 


That Too, Do is a blues, but a blues with a bridge in 
the instrumental choruses (!), and Rushing’s only 
recorded blues vocal with Moten. The title is rather like 
“that fuss” or “that mess,” a kind of mock disparage- 
ment of the piece. Notice that each of Rushing’s cho- 
tuses had a life of its own on a later blues with Basie. 
Also notice that provocative call-and-response between 
“preacher’’ Ed Lewis’ trumpet and the band’s “congre- 
gation.” (Incidentally, if the bass figure that introduces 
That Too, Do gets under your skin, listen to King Oli- 
ver’s Snag It or to the Modern Jazz Quartet’s first 
recording of Django.) 

When I’m Alone is more typical of the balladeer 
Rushing of this period, and the piece shows the tempo 
at which the four-beat swing of the later band was 
worked out. Also, watch the hints of things to come in 
those crisp brass figures at the end. 

Somebody Stole My Gal almost had to be included if 
only for Basie’s scat singing. The “jungle” jive that 
introduces it is perhaps all-of-a-piece with the vo-de- 
ob-do baritone, trumpet and tenor solos, but Basie's 
piano contribution to the introduction is a moment of 
light-hearted joy, and in those brass figures at the end 
we are, once more, warming up for Mofen Ss Swing and 
jazz to come. 

MARTIN WILLIAMS 


(L would like to acknowledge the assistance of Brian Rust's Jazz Reo 
1897-1931, of Eddie Barefield, of Jimmy Rushing, and of F 
views with Mr Barefield and Ed Lew s—=M.W.). 
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Original Sound ‘Track Music From The Paramount Motion Picture 


BECKET 


A Hal Wallis Production. starring 


RICHARD BURTON ° PETER O’TOOLE 


with John Gielgud - Donald Wolfit » Martita Hunt - Pamela Brown 
Directed by PETER GLENVILLE . screenplay by EDWARD ANHALT 
Based upon the play Becket by JEAN ANOUILH 
Music Composed by LAURENCE ROSENTHAL + Conducted by MUIR MATHIESON 


Side One 

Band 1. MAIN TITLE and KING HENRY'S ARRIVAL 
AT CANTERBURY CATHEDRAL 

Band 2. DAYS OF YOUTH 

Band 3. THE HUNT 

Band 4. GWENDOLEN 


Side Two 

Band 1. TRIUMPH IN FRANCE 

Band 2. CONSECRATION AT CANTERBURY 

Band 3. TRIAL and ESCAPE TO THE COURT OF 
KING LOUIS 

Band 4. THE MEETING ON THE BEACH 

Band 5. BECKET’S MARTYRDOM 

Band 6. END TITLE 


ABOUT THE MUSIC... 

In composing his superb score for BECKET, Laurence 
Rosenthal did not attempt a literal re-creation of 
12th century music, although he did use authentic 
Gregorian chant, and melodies in the Gregorian style, 


for the scenes in the Cathedral at Canterbury. He also 
made use of several old Welsh folk melodies. 

Taking the plot of BECKET as his guide, Mr. 
Rosenthal has employed his music to heighten the 
emotional impact of the dramatic story of Thomas 
Becket and his King. The bright, boisterous music of 
“The Hunt” and ‘Days of Youth” contrasts sharply 
with the solemn scene of the “Consecration at Can- 
terbury,” in which a chorus of monks intones the 
ancient chants; the martial music of the ‘‘Triumph 
in France” scene is a brilliant contrast to the spine- 
tingling scene of ‘‘Becket's Martyrdom,” with its 
juxtaposition of the sinister purpose of the murder- 
ous barons and the hallowed setting of Canterbury 
Cathedral; and the quiet lyricism of the theme of 
“Gwendolen” is in direct apposition to the dramatic 
music of the ‘Meeting on the Beach.” 

For each scene of BECKET, Laurence Rosenthal 
has created a musical background which adds im- 
measurably to the dramatic power of this stirring 
film. He has, moreover, composed a score which 
stands on its own as an integrated musical work — 
one which you will enjoy hearing again and again 


ABOUT THE FILM... 


after you have seen Hal Wallis’s Paramount produc- 
tion of BECKET. 

ABOUT THE COMPOSER... 

In addition to the music for Becket (both the 
Broadway production and the motion picture), 
Laurence Rosenthal has composed the musical 
scores for the motion pictures The Miracle 
Worker, Requiem For A Heavyweight, and A 
Raisin In The Sun, and for the Broadway pro- 
ductions A Clearing In The Woods, Rashomon, 
and Dylan. Other musical works by Mr. Rosen- 
thal have been performed by Leonard Bernstein 
and the New York Philharmonic and by the 
Rochester Philharmonic under the direction of 
Erich Leinsdorf. 

Laurence Rosenthal, a native Detroiter now 
living in New York, studied at the Eastman 
School of Music in Rochester and with Nadia 
Boulanger in Paris. From 1951 to 1955 he com- 
posed motion picture scores in the Documentary 
Film Squadron of the United States Air Force. 


BECKET is the story of the friendship and 
eventual conflict between Thomas Becket 
and Henry II, King of England and west- 
ern France from 1154 to 1189. As the pic- 
ture opens, Becket has been murdered by 
Henry’s barons, acting upon what they 
thought was the King’s wish that they 
should ‘rid me of this meddlesome 
priest.'’ Henry arrives at Canterbury 
Cathedral (Side 1, Band 1) to do penance 
at Becket’s tomb. As Henry reminisces 
about the olden days when he and Becket 
were friends, the scene fades back to a 
time when the two were boon companions 
in all their worldly pleasures (Side 1, 
Band 2). 

Henry bestows upon Becket the office 
of Chancellor of Engiand, and they con- 
tinue their life of wenching and hunting 
(Side 1, Band 3). During a thunderstorm, 
they seek refuge in a peasant’s hut. Henry 
wishes to take the peasant’'s pretty daugh- 
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ter back to his castle, but Becket inter- 
venes by asking the King to give the girl 
to him. Becket then permits the girl to re- 
main with her father. Henry, however, 
has granted Becket’s request only upon 
Becket’s promise to return an equal favor 
some day. Heny loses no time in forcing 
Becket to pay his debt, for that very eve- 
ning he demands that Becket’'s mistress, 
Gwendolen,come to him.Gwendolen kills 
herself rather than submit to Henry (Side 
1, Band 4). 

Henry and Becket journey to France, 
where Henry wins a victory in his attempt 
to force recognition of his claim to lands 
acquired through his marriage to Eleanor 
of Aquitaine (Side 2, Band 1). An emissary 
from England brings news that the Arch- 
bishop of Canterbury is dead, and Henry 
decides to make Becket the new Arch- 
bishop. Becket protests that he cannot 
serve both King and Church, but Henry 
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insists that he accept. Becket returns to 
England, where he is solemnly conse- 
crated Archbishop at Canterbury Cathe- 
dral (Side 2, Band 2). 

As Archbishop, Becket abandons his 
profligate life to devote himself to the 
Church. He comes into conflict with the 
King over the murder of a priest, and 
gives back his seal as Chancellor. Henry 
angrily demands that Becket stand trial 
for supposed embezzlement of royal 
funds. Becket, refusing to be judged by 
anyone other than the Pope, flees to the 
court of the King of France, Louis VII 
(Side 2, Band 3). Some time later, King 
Louis arranges a meeting between the 
two antagonists, but Henry and Becket, 
meeting on a lonely beach, are unable to 
reconcile their differences (Side 2, Band 
4). Henry permits Becket to return to 
England. 

Becket receives an enthusiastic wel- 


A NEW WORLD OF SOUND 


come upon his return home. When the 
news of his triumph is brought to Henry 
in France, the king is beside himself with 
rage and jealousy. Clutching his hand to 
his heart, he cries out hysterically, “Will 
no one rid me of this meddlesome priest?” 
and falls half-conscious at the banquet 
table. Four of his barons, taking this 
thoughtless outburst literally, set out for 
England, where they murder Becket as 
he prepares to say solemn Vespers in the 
Cathedral. As the rhythmic pulsation of 
the music reminds us, the tortured heart 
of the absent King hovers over this scene 
like an invisible witness to the brutal tra- 
gedy (Side 2, Band 5). 

Henry is overwhelmed with grief and 
guilt at the news of Becket's death, and 
comes back to England to do penance at 
the tomb of his old friend. “Are you satis- 
fied now, Thomas?” asks King Henry as 
he leaves Becket's tomb (Side 2, Band 6). 
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> MY OWN MAN THE FIRST THI 
IN YOUR ROOM ‘THERE'S A HO, 
THE FIRST THING WOMAN TROUE 
THERE'S A HOLE IN A RED RIV 
WOMAN TROUBLE MY OWN »® 














WOMAN TROUBLE 


WELL, IF | TREAT HER LIKE A QVEEN 
THEN SHEL bE RUMI) AWAY 

AN (EF 1 TREAT HER kKI0A’ MEAN 
THEA SHE te BE SECON TO STAY 


IE you GOT MORE THAW OWE, MAN 
THEN You 6oT ovale 

1F YOU Gov A Woman, You oT 
WOMAW TROUBLE 


WELL, IF You UE ‘Mt SHORT AMD sweeT * 
BUT THEY LOOK THE OTHER WAy 
IF YOU LIKEM Lows AO LEA 
BUT THEY GoT NoTHWW To Say \ 


WELL, YOU'RE DiGbus' FOR Youve noes ma 
sewcand THE AvBBLE 

IF You WAWT A Woman? YOU at 
WOMAA) TROUBLE 


wee, 1F tear HER LIKE A QUEEN 
THEW SHELC BE RUNNIN' AWAY 
AWM IF | TREAT HER KINDA WEAN 
THEW SHELL BE BEC6IW' TO STAY 


weet, 1m Loom FOR A GIRL 

TO TAKE INSIDE mY TINY BUBBLE 
'1F YoU GUT A WOMAN, you boT 
WOMAN TROVBLE 


my OWN MAN 


ONE OF THESE DAYS 

Vm GONNA PVT Yoo RIGHT 

AND ONE OF THESE DAYS 

Vi G0uMMa PYT OVT THAT LXHT 
ONE OF THESE DAYS 

TM GONNA TAKE YovR HAVd 
AWD ONE OF THESE DAYS 

UM 6OWNA BE YovR mA 


OWE OF THESE pAYS 

YoU WON'T PUT UP A FIGHT 
AND ONE OF THESE DAYS 

Your CONNA SPEND THE WI6HT 
ONE OF THESE DAYS 

1M GoWNA MAKE my DEMAWDS 
AMO OWE OF THESE DAYS 

Tm ConA BE mY OWN may 


OVE OF THESE DAYS 

UM GOMWA GET ME A GUN 
AWD ONE OF THESE DAYS 

I'm GOWWA MAKE YOU RUD 
ONE OF THESE DAYS 

I'M GONWA MAKE A STAUD 
AND OWE OF THESE DAYS 
Um GONNA BE my own MAN 


THE FIRST THING 


HOW MANY LIVES 

DOES A PERSON) HAVE TO LIVE 
BEFORE THEY REALIZE 

How mvuCrt THERE IS TO GIVE 


ARE You So HARD TO THINK 

TiAT YoU CAW RISE ABOVE 

YOU Don 'T KNOW THE FIRST THING 
ABOVT Love 


How MANY HEARTACHES 
DOEs A PERSON HAVE To KNOW 
GEFORE THEY REALIZE 
How MUCH THEY NEED TO GROW 


IVE HEARD YOUR TALES OF WOE, 
YEARS OF PAIN AMO STRIFE 

You BoM'T KNOW THE FIRST THIMG 
ABovT LIFE 


HOW MAWY YEARS 

00 YOU NEED TO 66 ALONE 
BEFORE YOU LEARN THE TRUTH 
CAN CVT YOU To THE BOWE 


WHEM Wil you KEALIZE 

THERE 'S MUCH MORE THAW You SEE 
YOU DON'T KNOW THE FIRST THING 
About mE 
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IN A RED RIVER 


THE RAINS WILL COME 

ANDO THE WATERS WiLL FLOW 
THERE'CL BE NO SHELTER 
FROM TH’S STORM 

THE WIMOS WI. Howl 

AwWO THE OCEAWS WILL ROAR 
THE WATER'S RISING 
OvtsiOE YOuR DooR 


TAKE A 6000 Look AROVWO 
AS THE WATERS RUA) Down) 
THE FUTURE WILL Drown 
Ww A RED RIVER 


THE L000 OF OVR FATHERS 
THE TEARS OF THEIR GRIDES 
WILL Ale BE FORGOTTEN 

IP WE LET THE LAW) DIE 
ENCWES Wile RUST 
PILLARS Witt SWAY 
RAINS COME DowW 

WASH THE SEEDS AWAY 


You BETTER Look TO THE Sky 
ANDO ASK YOURSELVES wHy 
THE FVTVRE witt DIE 

WA RED RIVER 


THE RAIWS WILL COME 

AMO THE WATERS WiLL Flow 
THERE'Le BE V0 SHELTER 
FROM THIS SToRM 

THE SIMPLE TRUTH 

WE ALL CHOOSE TO IGNORE 
Witt LEAVE IF'S WAKE 
OUTSIDE YouR DooR 


YOU BEITER Look To THE Sky 





. AMD ASK YOURSELVES WHY 


THE FUTURE Wile DIE 
7 A RED RIVER 


IN YOUR ROOM 


SLEEPLESS WIGHTS 

IN Your Room 

CHAM PAGME , CANOLELIGHT 
SWEET PERFUME 


| LEARWED ALOT ABOUT LOVE UP THERE 


. Tle | HAD TO 60 


LOOKIN’ FoR SOMEWHERE 
TO A PLACE | Stitt Dow'T KOW 


1 USEO TO RUM) FROM THE DAY-AVO | 
LIVEO FOR THE moop) 
IN YOUR Room 


LAYIN' ON OUR BACKS 

FLOATING ON THE BREE 

FIRST TIME | EVER SAW THE Wind 
DAMCIM' THROUGH THE TREES 


BuT NoW THOSE DAYS ARE GOVE 
THE SUN HAS GROWN CoLD 
ALL THE LEAVES ARE Down 
AND | THIMK IT'S GOMNA SNOW 


THERE LL BE WARMER DAYS AHEAD 
BUT MoT TOO Soo) 
IN YyouR ROOM 
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THANK YOU 
PLAY IT LOUD LISTEN CLOSELY 
THINK ABOUT TOMORROW 
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THEN | BELIEVE 
For A LIFETIME 
You GET WHAT You DESERVE 
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THERE'S A HOLE 

lw THE THEORY 

A 6000 MAN ALWAYS WIVS 


If 1 BELIEVE 

Fok A momeNT 

THAT JUSTICE HAS BEEA/ SERVED 
THEN | BELIEVE 

POR A LIFETIME 

THAT You 6ET WHAT You DESERVE 
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LOVE’S BEEN GOOD TO ME 

‘YOU'RE THE ONLY GOOD THING 
- THE ONE YOU SLIP AROUND WITH 
——-PGOTTA GO GET MY BABY © 
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tal WISHFUL’ THINKING 
| | [AND OTHERS 
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CARL BELEW 


Carl Belew may be better known to most Country and Western fans 
as a composer of hit songs, rather than a singer of them. Among the 
many best-sellers to his credit are; “Lonely Street”, “Am I That Easy To 
Forget”, “Every Time I’m Kissing You” and “Stop The World.” Recently, 
however, his extraordinary talents as a vocalist have been brought to 
prominence and he has come to earn a new popularity and success. Any 
song which he chooses to sing, whether it be one of his own or the 
work of someone else, takes on the warmth and spirit of his own special 
personality and there are twelve corroborating examples of that statement 


in this album. 


Carl was born in Salina, Oklahoma on April 21, 1931; journeyed to 
California when in his early twenties and promptly won an amateur 
contest in Pasadena. He was immediately signed to his first recording 
contract and his career had begun. While in California Carl appeared 
on “Town Hall Party” and “Jubilee, U.S.A.” Later he became a regular 
member of “The Louisiana Hayride Show” out of Shreveport where he 
remained until 1959 when he left for the C&W capital, Nashville. He is 
currently a guest performer with the “Grand Ole Opry.” 


Half of the tunes in this set are the products of Carl’s own pen 
and would seem destined for even larger success than anything he has 
yet produced. And of course Hank Locklin’s “Send Me The Pillow That 
You Dream On” and Harlan Howard's “The One You Slip Around With” 
have already made their mark. Carl Belew, with his fine, relaxed voice, 
spins each of them off with the ease of a master. 


Side A 


1. WISHFUL THINKING 

2. THE ONE YOU SLIP AROUND WITH 

3. LOVE'S BEEN GOOD TO ME 

4. THREE CHEERS FOR THE RED, WHITE AND BLUE 
5. SEND ME THE PILLOW (You Dream On) 

6. WHERE DO |! GO (When | Get To Where I'm Going) 


Side B 


1. MAKE UP YOUR MIND (And Say Yes) 
LITTLE MISS HEARTACHE 

THREE CHEERS FOR THE LOSER 
JUST OUT OF REACH 

| GOTTA GO GET MY BABY 
YOU'RE THE ONLY GOOD THING 
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This new Christmas-Songs composed by Deaen'John A. Thomp- 
S0n are going to be released just in the right moment: after the 


\ great success of the JOHNNY THOMPSON SINGERS both here 


and overseas with extensive touring all over the world from Is- 
land to Black Africa and Philadelphia to East, Europe and the 
U.S. S. R. itis a pleasure to observe while listening to this record, 
that Johnny Thompson and his group are capable to create beau- 
tiful Gospel-music even under unusual circumstances. Alook at 
the different personnels accompanying the group, compared with 
What you're hearing when you carefully listén, will confirm what 
I'd like to point out: if string-arrangements are basically not espe- 
cially made to embellish gospel-services Spratt -churches 

y gifted musicians 
like — forinstance — Mickey Baker) theres absolutely no rea- 
‘son to neglect this truly fine Christmas- -album: ‘The performances 
of these true exponents of the living and vital vocal-tradition of 
the Negro churches in the United States keep’ ‘the listener totally 
spellbound and everyone feels that this great vocal-art is not 
substitute, but THE REAL THING! Their j nterpretations tell in op- 
timal degrees from the Glory and the’ Holness * and the love of 
God, with an irresistible emotional forc@andin perfect correspon: 
dence in text and music. These fine vocalists’ under the musical 
and mental leadership of arranger, composer, piano-player and 
singer JOHNNY THOMPSON, which belong, to the very best in 
this great musical tradition, have no fear to express their true and 
strong Faith with the WHOLE of their humansand attistical per- 
sonalities, with BODY and SOUL. Theyre praising God and 
Preaching the Holy message in their own, unimitable way, which 
make it a joy to listen to those interpretations like “It's Here Again 
Christmas Time“, “Christmas Story“ and all*the other fine num- 
bers composed by Johnny Thompson, whether or-not you al- 
ready got the chance to assist one of their hRUmerous and unfor- 
gettable “live“-appearance while on tour, alin. ‘the first song you 


» will certainly enjoy the strong lead-voice of: Johnny, Thompson, 


the exciting and very rich harmonization ofthe jubilant vocal-en- 
semble, and the perfect rhythmical accentuations, while “Christ- 
mas Story“ is graced by the wonderful we of George Edmonds, 


5 Te 
NS Re oe 
= 


(a) It's Here ‘oats Time 3°17 
(b) Christmas Story 2°46 

c) Oh. LetUs AllAdorn ©2'14 

(d) Oh What AWonderful Day’ 3‘40 

(e ) Joseph’ sDream 4°47 


(a) Lead: Johnny Thompson; Vocals: Arlene Mills, Gloria Dillard, Geor. 











Johnny’ Thompson — String-Arrangements by Mickey Baker 
(b) Same as (a) except: Lead; George Edmonds; Vocals: Johnny Tho 







Side A ~ 


‘Edmonds, David Winslow; Piano; Johnny Thompson; Organ; Jerome Van Jones; Guitar; Gregory Underwood; El.-Bass: Bert Thompson; Drums: Billy 
Brooks; Violins: Marianne Krenger, Eva Sahli, Marlies Brunner, Karen} Erpier Kathy Virag, tikes ArgyrisViolas; George Bhutan, John Mortimer; Cellos: Regula Steiger, Katharina RIkli; Celesta: Urs Herd. — Composed by 


BCH 33012*STEREO - 





=: 
with Arlene Mills, one of the mainstays | of the group soloing also s us . 
in her unmistakeable and convincing way. Moreover, the wayhow © 
drummer Billy Brooks —-a very wellknown percussionist in Eu- 2 | 
rope — backs and feeds the group seems very notable to me in Zé 
this fine medium-tempo-number. While “Oh Let Us All Adorn“ . 
is a typical and well-arranged choir-piece which answers exactly 
to its title by a very fine and “round® collective performance of 
great mastery, “Oh What A Wonderful Day“ belongs evidently 
to the more ecstatic side of the groups wide capacities and broad 
artistical and emotional range. “Joseph‘s Dream“ shines by both 
George's fine lead-soprano and David Winslow‘s piano-accom- © 
paniment, but listen to the very competent contributions of Arlene 
Mills and Gloria Dillard, too, not to forget the fine ensemble- 
work and the accurate rhythmic accéntuations by the drums. 
“Good News“ gets an extremely touching rendition by the warm 
and fiery lead-voice: of Gloria Dillard, who very easily manages 
to keep growing the tension from chorus to chorus . . . UNIQUE! : 
“Hallelujah To His Name“ gives the talented young pianist and 
singer David Winslow a chance to take over the lead-voice, while 
Johnny Thompson takes again the piano-chair. “Little Baby“ is 
definitely Johnny's number with the choir responding perfectly in 
this so very creative manner of the great tradition, called call- * 
and-response-technic. “Christ Is Born“ tell us about how to ~ 
SWING a Gospel-tune which is so rich in fine harmonics and in 
perfect tempo by both organ and piano .. . and THE DRUMS. 
Please note the magnificent use made of the voices by the compo- 
ser in this same number. Just GREAT! And please do note how the 
narrator Arlene Mills (how this fine lady can preach!) manage to 
introduce the last number of this fine album: you can‘t help your- 
self ... you MUST believe her when she says with imperturbable 
convinction: “...in the book of Saint Matthews, Mark and Lucas 
we read abouta baby be born...“ (here the strings build 
up a nice background) and the whole ensemble get into a promis- 
ing, triumphal finale. That's it! You got the message? If so . 

“very good news“ to all of the participating performers} and joy “y 
for the writer of these lines. Ernest BUhrer a 


& 
Side B 
(f) Little Baby 2° 56 | 
(g) Hallelujah To His. Name 2°40 
(h) GoodNews 20° 


(i) Christls Born 3‘00- zs : : : 
(k) Glad Tidings 3°20. ery 


Bon Arlene Mills, Gloria Dillard, David Winslow and no: strings. 


(c) Same as (a) except: Vocals; Arlene Mills, Gloria Dillard, George Inds, David Winslow, Gregory Underwood and no gultar. . at 
(d) Same as (a) except no strings Sal! k 

Se a) except: Lead: George Edmonds; Vocals: Johnny THD sony sArigne Mills, Glorla Dillard; Plano: David Winslow and no organ zy + ood 
(g) Same (a) except: Lead; David Winslow; Vocals; Johnny Thom in; file ne Mills, Gloria Dillard, George Edmonds, and no strings. - 
(h) Same (a) except: Lead: Gloria Dillard; Vocals: Johnny Thomp ine AM: George Edmonds, David Winslow, Gregory. Underwood, no guitar, no sttings. ¥: 
(i) Same as (a) except; Lead: Arlene Mills; Vocals; Johnn 1 Thompson ,-Geotgo Edmonds, ‘David Winslow, Gregory Underwood, no guitar, no strings. . 
(k) Same as (a) except: Narrlating + Load: Arlene Mills Vocals on aitneas 'Georga Edmonds, David Winslow, Gregory Underwant and no-guitar, « f 
All compositions by Johnny Thompson — All string-arrangements bye ickey,, Baker — Co- apyblishgs by Freddy J. Angstmann/Bollver. } : _, 







Produced by Freddy J. Angstmann — Recorded at; SINUS Studioy, Ba Le(Guulzerland) = Record 


Buhrer — Exclusive Management: International Artist Promotion Oxe 28 
® 1977 Manufactured and distributed by Bellaphon Switzerland eh 


ing + Mixing by: Peter J. Mao ‘Taggart — Album Design: J. Grassardt — Distribution: Bellaphon — Linernotes by: Emests 
CH: 8050 Zurich (Switzerland). 
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INCE A DAY (2:14) 


‘ A t son... Johnny Bienstock Music Co. (BMI) 


AIN’T HAD NO LOVIN’ (2:20) 


Frazier... AcufERose Music, Inc. (BMI) 
ye 


THEN AND ONLY THEN (2:24) 


Anderson...Johnny Bienstock Music Co. (BMI) 


~~ 
5a 





a 


PD RATHER BELIEVE IN YOU (3:31) 
oa ean Onernan tapes & Co., Inc. (ASCAP) 


4 


ae 






All selections are new stereo recordings. 





WOULD LOVE YOU) 


I NEVER‘ONCE STOPPED _— 
LOVING YOU (2:50) 
Anderson/Howard... Stallion Music, Inc. (BMI) 
JUST FOR WHAT I AM (2:21) “a 
Frazier/Owens...Rightsong Music, Inc./Acuff-Rose Music, Inc. (BMI) ss 








SIDE TWO 


JUST ONE TIME (2:27) 


Gibson... Acuff-Rose Music, Inc. (BMI) 


THE HURTIN’S ALL OVER (2:46) 


Howard... Tree Publishing’Co., Inc. (BMI) 


NOBODY BUT A FOOL 
(2:25) 


Anderson... Stallion Music, Inc. (BMI) 


CINCINNATI, OHIO (2:03) 


Anderson... Johnny Bienstock Publishing (BMI) 


IF I TALK TO HIM (2:27) 


Mitchell/Edgin... Vector Music Corp. (BMI) 


JESUS IS YOUR TICKET 
TO HEAVEN (3:11) Pe 


Jordan... Jack & Bill Music Co. (ASCAP) 


¢ 


WARK 
a 


Distributed in Canada by ERA International Ltd., 
330 Saulteaux Cresent, Winnipeg, Manitoba R3J 3T2 
®@ 1989 Dominion Entertainment, Inc. 15535 Medina Road, 
Plymouth, MN 55447 W Made & Printed in U.S.A. ui 
WARNING; All Rights Reserved. Unauthorized duplication ® 
is a violation of applicable laws. . 
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SIDE | 

1. OUT WICKENBURG WAY 
(Jerry Wallace/Kevin Young; Jerry 
Wallace Music Pub. — ASCAP, Ken 
Sheldon Music Pub. — ASCAP) 


2:44 













2. |IMISS YOU ALREADY 3:24 
(Jerry Wallace/Kevin Young; Jerry 
Wallace Music Pub. — ASCAP, Ken 


Sheldon Music Pub. — ASCAP) 












3. AT THE END OF A RAINBOW 2:18 
(Jimmy Krondes/Sid Jacobson; 


Criterion Music Corp. — BMI) 














4. LOOKING FOR A MEMORY 2:25 
(Ray Pennington; Showbiz Music — 


BMI) 














5. MY LAST SAD SONG 2:28 
(Ron Muir; Chip ‘‘n’’ Dale Music 


Pub., Inc. — ASCAP) 




















SIDE II é 
1. I’LL PROMISE YOU TOMORROW 2:27 
(Frank Stanton/Suzann2 Shingler/ 
Andy Badale; Edwin H. Morris & Co., 
Inc. — ASCAP, Chip ‘n Dale Music 
Pub., Inc. — ASCAP) 























2. WHY DON’T WE SLEEP ON !T 2:57 
(Ben Peters; Ben Peters Music Pui). — 


BMI) 






















3. NOW THAT SANDY S GONE 3:21 


(Jim Taylor; Chip “‘n’’ Dale Music 


Pub., Inc. — ASCAP) 













4. YOU’REON THE RUN 3:15 
(Jerry Wallace/Kevin Young; Jerry 
Wallace Music Pub. — ASCAP, Ken 


Sheldon Music Pub. — ASCAP) 









5. | BOUGHT THE HOUSE 
(Jerry Wallace/Kevin Young; Jerry 
Wallace Music Pub. — ASCAP, Ken 
Sheldon Music Pub. — ASCAP) 
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WOW! What an album. This is what you 
are going to say, when you listen to JERRY 
WALLACE'’s truly great ‘’| Miss You Already.” 

How many people can you name that 
are really great and dynamic individuals? 
Whatever the number, here’s one you can add 
to your list - JERRY WALLACE. Not only is 
he one of the greatest and most talented sing- 
ing personalities, but he is also an everyday 
individual like you and me. JERRY WALLACE 
really loves his fellow man. 

For all of JERRY’s long time fans that 
will never forget such great hits as “‘In The 
Misty Moonlight’, ‘Primrose Lane”, “‘If You 
Leave Me Tonight | Will Cry’’, and “To Get 
To You”, to name only a few, you are going 
to love this album more than any you've ever 
owned. 

For all of JERRY’s fans to be, and you 
will be after listening to this album, you’re 
going to say, ‘WOW! The guy |s just great, 
| have just got to see JERRY WALLACE in 
person.’’ Let me tell you something. JERRY 
will love you for it, and you will love JERRY. 

As President of B.M.A. Records, | have 
the pleasure of saying that JERRY’s first 
single release on B.M.A., ‘’I| Miss You Already”, 
is already a very big hit. On B.M.A. Records’ 
first session with JERRY WALLACE, along 
with a very wonderful ard determined pro- 
ducer, Gene Kennedy, we decided that we 
would go into the studio and come out in 


three hours with four ‘’A’’ side records. 
We did just that and we’re proud. 
JERRY wants to thank the writers 


for the really great material furnished. The 
musicians, for such a woncerful performance, 
featuring Phil Baugh on lead guitar. Joe Mills, 
the engineer, for ajob well done end enhanced 
with strings by the great Bill Justis. 

Special thanks goes to GENE KENNEDY, 
our producer, for the fabulous procusction 
that went into creating the most racing, 
enjoyable, and soothing-to- isten-to allum 
that you have ever heard. So ley back ard 
have a wonderful experience and enjoy youl- 
self with JERRY WALLACE — (Mr. Smooth) 






Ken Sheldon 
B.M.A. President & 
Recording Artist 


SERN Distrituuted by World International Group 
\3 22 Music Square West 

Nashville, Tennessee 37203 
(615/256-3351) 
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Tell Your Children 
He Came A Long Way 
Romans Ten And Nine _ 
Jesus Is The One Es 
Watch And Pray 
Pale Horse And His Rider 


Give Mother My Crown 


Somebody's Praying For You 
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Avenue Of Prayer 
Building On The Sand 








Muddy Sea Of Sin - 
B: 
: 
ree reeaeeun fail | 
7 Dray... Woon ee ee 

















J 


COVER PHOTO: CO 





Produced by Don Law & Frank Jones 


Stereo CS 9440 FCOLUMBIA 


Mono CL 2640 








Carl 


Butler 
and 


| Pearl 








Tell Your Children 


He Came A Long Way 
Romans Ten And Nine 
Jesus Is The One 

Watch And Pray 

Pale Horse And His Rider 


Give Mother My Crown 
Somebody’s Praying For You 
Avenue Of Prayer 

Building On The Sand 
Muddy Sea Of Sin 


The selections are BMI 








Left to right: Carl Butler, Pearl Butler, John Bailes, Walter Bailes. 


AVENUE OF PRAYER is the fulfillment of a dream that 
Carl and Pearl Butler have long had, namely to do a 
gospel album. For many years, the gospel songs they 
have included in their stage performances have been 
warmly received by audiences all over the United States. 
In this album you will find many of the songs the Butlers 
have sung during their ‘road’ shows. At all of these 
shows they found people who wanted to hear in their own 
homes the songs they had just heard sung. Thus, this 
album is a direct result of audience response. 

If you have followed the Butlers’ career, you know that 
they have done a few gospel songs in previous albums 
but never an entire one devoted exclusively to songs of 
faith. But to enable people to acquire recordings of 
these songs was only one reason for AVENUE OF 
PRAYER. As it happens, in the late 30’s and 40's there 
was a famous singing duo at the Grand Ole Opry known 
as the Bailes Brothers. Their performances made such 
a profound impression on the Butlers that Carl and Pearl 
promised themselves that someday they would record 
the songs they had heard the Bailes Brothers sing. When 
the idea for this album became a reality, Carl and Pearl 
invited Walter and Johnny Bailes to the recording ses- 
sions. They were even more elated when the Bailes 
Brothers not only came to the studio but gave their 
rousing stamp of approval to the resultant performances. 

For the benefit of those who remember the Bailes 
Brothers’ great singing career, here is a brief word 
about their activities. today. | learned from Carl that 
Walter Bailes is an itinerant preacher and makes his 
home in Birmingham, Alabama. Johnny Bailes has be- 
come a business executive and manages a chain of radio 
stations in Georgia. He lives in Swainsboro, Georgia. 

In private life, Carl and Pearl Butler divide their time 
between serious concerns and relaxing hobbies. One of 


their deepest interests is the Salvation Army, for which 
they have done much charitable work. For relaxation, 
they acquire antiques with real collectors’ zeal. Carl is 
proud of his clocks of all sizes, shapes and ages, and 
Pearl boasts a collection of rare dolls and antique dishes. 

Where do they live? At ‘Crossover Acres,” a twenty- 
seven-acre cattle ranch about twenty miles south of 
Nashville. On it you will find many beautiful black Angus 
cattle in addition to Carl’s stable of quarter horses and 
walking horses. Needless to say, ‘Crossover Acres” 
(which was named after their hit Columbia recording of 
“Don’t Let Me Cross Over’) is not only their pride and 
joy but a reflection of their success in reaching the top 
of the ladder in Country music. 

Here, then, are Carl Butler and his wife Pearl in an 
album of gospel songs that pays affectionate tribute to 
the Bailes Brothers. Performed in authentic eastern 
Tennessee mountain style, these songs deserve a place 
in the collection of anyone who, like the Butlers, is 
stirred by great Country-gospel music. 





Ralph Emery, WSM Radio & TV 
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ANAI SAOCO 
LA LEYENDA 















Guatro fueron las cortesanas legendarias, que cruzaron el continente americano, forjando ilusiones 
ancestrales a su paso. 

LA AMALIA BAYOMBE (Amalia BATISTA), eva de cuerpo ligero, mds ligero que la fantasia y se le veia 
desvanecerse de poblado en poblado, y escabullirse de las manos sedientas de sus febriles admiradores. 
AMALIA BAYOMBE... ven AMALIA BAYOMBE... “que tiene esa negra que amarra a loh hombreh”. 
LA MARIA CUMBE, Aun la recuerdan en muchos poblados de la América Hispana y aun le cantan, 
perseguidos por recuerdos antiguos en el son del “maracumbeé” (el rey de todos los sones ). 

LA JUANITA MOREY. Esta negra se recuerda poco, solo en poblaciones alejadas, de froztera. 

Poco se dio a conocer esta mulata, porque cuentan que ademds de su belleza, embrujaba a la gente 
con la palabra y no muchos le entendian, solo almas selectas que llegaron a entender las enormes 
resonancias de su imponente versar. 

Y:-ANAI SAOCO... me vuelve loco... a su paso salian de las chozas, 
viudos, solteros, casados, abandonados, nifios, viejos, adolescentes. 
adultos, cojos, tuertos y hasta ciegos pedian jtan solo ver el esbelto 
talle!, jlas prodigiosas redondeces! y la dulcisima mirada! 

Que me iluminen sus ojos hechiceros! 

Que guien mi camino aunque sea la perdicion! 

ANAI SAOCO... me vuelve loco... 


ANAI SAOCO 

THE LEGEND 

There were four legendary courtesans that crossed Latin America, 
creating ancestral ilussions as they passed. 

AMALIA BAYOMBE (or Amalia Batista). Her figure was slender 
and light, lighter than fantasy and you would see her vanishing 
from village to village and escape from the feverish, languishing 
thirsty hand of her many admirors. 

AMALIA BAYOMBE... come AMALIA BAYOMBE... que tiene esa 
negra —what is it that she has— que amarra a loh hombreh —that 
ties man to her... 

MARIA CUMBE. Is still remembered in many Spanish American 
towns and they still sing to her pursued by ancient memories in 
the sound of the ‘““maracumbe” (the king of all sones). 

JUANITA MOREY.. This black woman is remembered little, only 
in village far from the borders, Little did people get to know 
this woman. for her it is said that in addition to her beauty, she 
bewitched people with her speech and few understood her, only 
chosen spirits who reached an understainding of the huge 
vesonance of her majestic verse. 

AND ANAI SAOCO... maddnes me... widowers, single, and married 
mai., abandoned soulas, children, old folk, adolescents, adults, the 
lume. the strong and even the blind, left their huts at the sound of 
her passing, asking only to see the slender waist, the graceful 
roundnesses and he sweetest of looks, 

May her enchantress eyes illuminate me! may they be a light on 

my path! although it be to eternal damnation. 

ANAI SAOCO.. maddnes my. 
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Anai Saoco 


(DAR 3:56) 


(OPA WR 42221, 


DAR 5:04 


Urted abuso 


DAR 5:06 


Lado2 


EI Mesias 
DAR 5:24 

Buscando 

‘ambiente 
DAR 5:32 

Si pudiera 
DAR 4:10 
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e o 
Arrepientete 
| DAR 3:44) 
CONJUNTU TITO CHICOMA 
“CANTA VICTOR HUGO 
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Cuba y mi son 


Juanita Morey 





SUSANA YAMEL 25-B. Lieberman 


Do you hear, Susana Yamel? 
do you hear the rush 

of horses and memories 

that surge at me 

from that first, great moment 
many, many, years ago | 


/ saw you 

you were allready gazing 

/ sang 

you were allready singing 

| adored 

You heartened me | 

What a grand first moment] 
what a first moment that was | 
what a primeval moment | 


As with our gazes only 
You spilled over spontaneus /ife | 
roses, lilies, and carnations | 


What will be if in other centuries 
our fingers, our lips 

graze and touch | 

what orchids, what jasmines | 
what golden poppies 

what tulips, what gardenias | 
what Susanas, what Yamelias | 


SUSANA YAMEL 25 B. Lieberman 


Oyes Susana Yamel? 

oyes e/ tropel? 

de caballos y recuerdos | 

que me brotan desde aquel, 
aque! primer gran momento 

de hace muchos, muchos afios | 


Yo te vi 

ya me mirabas | 
Te canté 

ya me cantabas | 
Te adoré 

ya me animabas | 


Que primer gran momento | 
que momento tan primero | 
que momento primigenio | 
que con solo las miradas 
vida espontanea brotabas 
rosas, lirios y claveles | 


Que sera si en otros siglos 

se rozaran y tocaran 

nuestros dedos, nuestros labios | 
que orquideas, que jazmines | 
que doradas amapolas, 

que alhelies, que gardenias | 


que Susanas, que Yamelias | Barujo 
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13 PRELUDES OP 23 ET'32 
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MELODIAS U. R.S.S. 


L’origine du Prélude remonte assez loin dans le 
temps puisqu’on en trouve déja au début du 
XVIE siécle en maniére d’introduction a la suite 
instrumentale. Peu 4 peu le prélude prend 
forme autour d’un theme ou d’un rythme pour 
s’incorporer 4 Poeuvre qwil annonce, sans tou- 
tefois perdre son caractére de libre improvisa- 
tion méme s'il atteint des dimensions plus vas- 
tes. Déja au temps de Jean-Sébastien Bach, il 
avait connu une large évolution, chez les musi- 
ciens francais d’abord et méme, en Allemagne 
notamment, il avait été introduit dans la musi- 
que religieuse pour inviter les fidéles au recueil- 
lement. Pourtant, aucun compositeur ne lui 
avail donné Pimportance et la signification que 
nous trouvons avec Jean-Sébastien Bach ; avec 


lui, le prélude devient une ceuvre savante, por- . 


teuse de message d’une richesse et d’une origi- 
nalité constamment renouvelées; les Préludes 
et fugues du Clavier bien tempéré demeurent 
un modéle inégalé qui a souvent inspiré ses suc- 
cesseurs. Chopin fut ’'un de ses plus fervents 
admirateurs avec Mendelssohn et nous 
conserve jusque dans le romantisme indépen- 
dance premiére en des piéces bréves, parfois 
descriptives, qui traduisent le plus souvent une 
méditation intime ou sentimentale. Une nou- 
velle élape est franchie avec Fauré puis 
Debussy qui atteignent au coeur méme de la 
musique. 

Il semble d’ailleurs que depuis le XIX¢ siécle le 
Prélude, d’abord par son caractére, la liberté 
qu’il laisse au compositeur et ensuite en raison 
de la fascination qu’exerce la perfection de la 
musique de Bach, il semble dis-je, que le Pré- 
lude soit un p6le d’attraction indiscutable, 
Serge Rachmaninov n’y a pas échappé et nous 
pouvons penser qu’il a choisi trois modéles 
parmi (tant d’autres: Bach pour la perfection de 
Pécriture, Chopin pour la qualité musicale, 
Debussy pour loriginalité de inspiration. 
Rachmaninov qui ful un immense pianiste, 
trouvait dans le prélude ce qui correspondait a 
son tempérament et tout d’abord un cadre asa 
mesure par sa souplesse méme. 

Dans l’op. 23, le Premier Prélude est marqué 
d’une pensée profonde qui semble évoluer 
dans un climat de méditation sombre; la musi- 
que est voilée d’une tristesse qui s’exprime avec 
pudeur. Le N° 2 en si bémol majeur contraste 
étonnamment; c’est un Scherzo souvent 
nommé “‘le révolutionnaire’”’ en raison de sa 
véhémence qui n’est pas sans parenté avec 
I’ Etude de Chopin, un compositeur qu’il admi- 
rail (out particuli¢rement ; n’était-il pas comme 
lui un puissant mélodiste ? Partition remarqua- 
ble dont la partie médiane comprend une 
séquence lyrique ou lon pergoit la sensibilité 
frémissante du musicien. Le 4¢ Prélude est un 
Andante Cantable a 3/4 ot la musique essaye 
et réussit un duo racé, noble et majestueux, et 
combien expressif ! C’est 14 un des points mar- 
quants de Rachmaninoy, sa réussite dans le 
choix des sonorités, si parfaitement en harmo- 
nie avec ce qu’il veul évoquer: un exemple 
d’intime émotion, La sireté de touche du 5° 


FACE A 
PRELUDES POUR PIANO OP. 23 
1) N°LEN FA DIESE MINEUR, 351 
LARGO 
2) N°2 EN SI BEMOL MAJEUR, 3°25 
MAESTOSO 
3) N°4 EN RE MAJEUR, 411 
ANDANTE CANTABILE 
4) N°5 EN SOL MINEUR, 3°44 
ALLA MARCIA 
5) N°7 EN UT MINEUR, 2°23 
ALLEGRO 
6) N°8 EN LA BEMOL MAJEUR, 3°05 
ALLEGRO VIVACE 


FACE B 
PRELUDES POUR PIANO OP. 32 
1) N°1 EN UT MAJEUR, I'll 
ALLEGRO VIVACE 
2) N°2 EN SI BEMOL MINEUR, 3°01 
ALLEGRETTO 
3) N°6 EN FA MINEUR, 1°17 
ALLEGRO APPASSIONATO 
4) N°7 EN FA MAJEUR, 2°10 
Fi MODERATO 
5) N°9 EN LA MAJEUR, 2733 
ALLEGRO MODERATO 
6) N°10 EN SI MINEUR, 5°21 
LENTO 
7) N°12 EN SOL DIESE MINEUR, 2°17 
ALLEGRO 
SVIATOSLAV RICHTER, PIANO 


ENREGISTRE A SALZBOURG EN 1971 
ILLUSTRATION RECTO: HENRI GALERON 
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Prélude en sol mineur, Alla marcia, nous 
frappe ef nous entraine, prend sur nous une 
puissance presque angoissante, 4 l'image de 
cette péremptoire marche, si élonnamment 
scandée: ses notes impérieuses nous subjugent 
tellement que nous oublions vite l’interméde 
mélodique médian, et sa conclusion est étran- 
gement impressionnante. Le 7¢ Prélude est un 
Allegro a la trame serrée mais dont la finesse 
d’écriture semble venir d’un seul jet, dans une 
musique ou la science et inspiration voisinent 
sans jamais se heurter, une des qualités essen- 
tielles de la musique. Le 8¢ Prélude est un Alle- 
gro vivace ou persiste l’influence de Chopin 
autant dans le caractére de la mélodie que dans 
le balancement de la phrase. 
Sept années séparent les Préludes de l’op. 23 de 
ceux de l’op. 32, sept années pendant lesquelles 
virent le jour la 2° Symphonie, I’ Ile des morts, 
la premiére Sonate pour piano et le 3* Concerto 
pour piano; et la seule année 1910 paraitra, 
outre Pop. 32. la Liturgie de Saint-Jean 
Chrysostome et Les Carillons, vaste poéme 
symphonique. 
Il est indiscutable qu’une évolution s’est pro- 
duite chez Rachmaninov, dans I’écriture plus 
que dans l’esprit. Sa musique s’enrichit dans un 
contrepoint plus serré et une harmonie plus 
recherchée. Le premier prélude de l’op. 32, un 
Allegro vivace alla breva, est un exemple de cet 
enrichissement qui s’accompagne ici de singu- 
liéres hardiesses. Le 2¢ Prélude nous fait décou- 
vrir une merveilleuse floraison sonore, une 
musique de caractére pastoral entrecoupée de 
traits furtifs venus de loin semble-t-il, et por- 
tant en eux les fantasmes de l’4me slave. Le 6¢ 
Prélude Allegretto appassionato, montre une 
écriture trés dense qui ne se relache pas et dont 
la puissance expressive n’a dégale que la virtuo- 
sité technique. Le 7° Prélude, moderato alla 
breva, se distingue par une étonnante recherche 
de la sonorité dans une palette délicate ; la pen- 
sée elle-méme se voile de pudeur et témoigne un 
court instant seulement de la passion qui la 
marque. Le 9° Prélude, Allegro moderato, 
s’épanouit calmement dans la plénitude d’un 
bonheur tangible, marqué de spiritualité, a 
Pexception d’un court passage teinté d’exalta- 
tion. Le 10° Prélude. Lento, mérite tous les suf- 
frages ; la richesse des accords, Phabilité du tra- 
vail thématique lui confére une perfection qui 
ne serait rien si le message exprimé ne nous 
alleignait au plus profond de nous-méme. Le 
12° Prélude, en sol diése mineur, est marqué 
d’une mélodie dune belle envolée parcourant 
Pétendue du clavier tout en demeurant sous 
Pangle d’un sentiment intense. 
Les Préludes de Rachmaninoy sont des parti- 
tions dune trés grande difficulté technique: de 
plus, la profondeur de la pensée exige une 
étude poussée et des sonorités savamment tra- 
vaillées pour que les phrases trouvent leur juste 
épanouissement. Mais alors, ce sont des pages 
que Pon ne se lasse pas d’entendre et de réen- 
tendre. 

' Serge BERTHOUMIEUX, 
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TH E Side | Side II 
1 Tarde Azul 3:03 1 Filippo 2:56 
2 Manzanares 3:06 2  BlueCrinoline 3:07 
ARTISTR 3 Serenata Sevillana 3:00 3  Crepuscule 3:06 
4  Guitarresque 3:00 4 Somnambula 2:56 
5 Tempeltanz 3:26 5 Medina 2:56 
ERI ‘| FERG i to 6 Toros 3:10 6 Ikarios 2:55 
7 Noches 3:10 7 My Drum © 3:03 


All Compositions by Erich Ferstl 


All compositions published by General Music Publishing Co., Inc., New York, N.Y. (ASCAP) 


Erich Ferstl writes about himself: 


Born 1934 Munich. At the age of six | began to take piano 
lessons, three years later, violin lessons. At the age of twelve | 
began to study composition (theory of harmony, counter-point, 
accidence). This continued for seven years during which time |, 
of course, continued my instrumental studies as well as my non- 
musical studies. At the end of that period | was graduated. from 
the High School for Humanistic Studies in Munich. 


After another year of studying conducting and another ‘‘wander- 
jahr’’, | began to play guitar and to occupy myself with jazz and 
latin-American music. | became a musician in the studios. But 
soon | received commissions from some of the important or- 
chestras in Germany: the symphonic orchestras of the radio 
stations in Munich, Frankfurt, Cologne, Berlin and of the opera 
in Munich. With these orchestras | gave many concerts playing 
guitar and piano. On the occasion of festivals in Frankfurt and 
Bled (Yugoslavia) | have performed as jazz pianist; but on 
other occasions | have performed the ‘‘Concerto for Guitar 


in C Major’’ by Antonio Vivaldi and the chamber music of Hans 
Werner Henze. 


Apart from my personal appearances, | have been occupied 
both with composition and with literary work which ranges from 
short stories and radio plays to a novel | am working on now. 
| have written numerous compositions for guitar and strings, 
quite a number of works for piano and a great deal of music for 
television plays. Also my ‘‘School of Jazz’’ and ‘‘School for 
Guitar’’ have become quite standard pedagogical works in 
Germany. 


| made the recordings of the present compositions for several 
guitars by myself (playback), investigating the possibilities of 
the guitar as far as possible. | did, however, not employ any 
technical tricks (as, for instance, double speed, shutter, etc.). 
The pieces may thus be played by several guitarists ‘‘live’’. On 
some of the works | have employed additional instruments, that 
is, flute (alto flute), bass and drums. ‘‘My Drum”’ is, however, 
played only with guitar. 
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A) NEWRIDERS: 
QF THE PURPLE SAGE 


POWERGLIDE 


1. DIM LIGHTS, THICK SMOKE (And Loud, _ 
/ Loud Music) 4:15 -J. Maphis - M. Fidler - R. Lee- 


SIDE 1. 
Alcs 2be 3 
® 1972 CBS, Inc. 





2. RAINBOW 3:05 -J. Dawson- 
3. CALIFORNIA DAY 2:40 -D. Torbert- 
4. SWEET LOVIN’ ONE 2:30 -J. Dawson- 

5. LOCHINVAR 3:33 -J. Dawson- 


nd 
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Pes 
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_ = | | 
: KC 31284 
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One 6. | DON’T NEED NO DOCTOR 4:47 Z. >» 
i © -N. Ashford - V. Simpson - J. Armstead- << 
























NEW RIDERS 





OF THEPURPLESAGE | ey 
POWERGLIDE 1p 
1. CONTRACT 3:10 -D. Torbert- : an 
3 XS 

be\, 
TKO 21284 ¢ SIDE 2 | -F 
| STEREO | BL 31284 wee | 
Pit © 1972 CBS, Inc. ee | 
2. RUNNIN’ BACK TO YOU 4:12 -J. Dawson- hed 
3. HELLO MARY LOU (Goodbye Heart) 2:58 a | 
-G. Pitney - C. Mangiaracina- a - j 


4. DUNCAN AND BRADY (Based on a tradi- yi 


tional melody) 5:23 -J. Koerner- 4 SAW 
5. WILLIE AND THE HAND JIVE 6: aL: <Q 
-J. Otis- ; >) 
4 


e Hyer 





Stereo 
FHR-07 
Side Two 21:34 


MICHAEL COONEY 
SINGER OF OLD SONGS 





1. Song-Story Involving 


Parson Brown 2:00 
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. Greenland Whale Fishers 4:00 
. In The Jailhouse Now 3:45 

. Man In The Mask 2:23 

. Nine Mrles From Gundagai 2:23 


a 5 te 1 . Been All Around 
This World 3:06 


PUMA ORI iN 67. Thyme = 3:57 
RD | WORMER ROAD | (P) 1976 Andy’s Front Hall 
“sarge | 

12186 
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AB B 4174 
(AB ait4 Cy.Y) 


\@ 1978 Arista 
\\vevgiktant Inc. 





ARISTA 





_ GENE PAGE 
CLOSE ENCOUNTERS 


. CLOSE ENCOUNTERS OF THE THIRD KIND (4: ce 


(@lolalamsiiitelaats)) 


. THEME FROM “STAR TREK” (3:22) 


(Alexander Courage) 


CE 3K (:14) 


@lelara Williams): 


. MOONGLOW AND LOVE THEME (5:04) 


(Hudson, DeLange, Mills) (G: Duning) 


. DANCIN’ IN THE SKY (4:50) 


(Gene Page) 
PRODUCED BY BILLY PAGE AND GENE PAGE 


“Unauthorized duplication is a violation 
of applicable laws.” 





ARISTA 





AB 4174 € 4 SIDE 2 | 
| \(AB, 4174 SB) ae 33173 RPM lad Vee |e 
Ne 1978 Arista | an he 
ere Inc. rela) 3 5 A rel a ; i ? : | 
| CLOSE ENCOUNTERS 

‘ pe | i 1 tf 

y (ON THE DARK SIDE OF THE MOON) (4:45) y 

\ Gacelar-liei=t-1,¢-18) ; 

\ 2. BEYOND THE HOLE IN SPACE (3:28) 


_ (Gene Page) 

3. WHEN YOU WISH UPON A STAR (3:47) 
(Washington-Harline) 

4. SHO’ LIKE TO RIDE ON YOUR STAR (3:43) 
(LaMont Dozier, Gene Page) 

5. SATURN (4:45) 
(Stevie Wonder & Michael Sembello) 

PRODUCED BY BILLY PAGE AND GENE PAGE 
“Unauthorized duplication is a violation 
of applicable laws.” 









EKL-315--A 
8 SIDE ONE 
BUTTERFIELD BLUES BAND 
EAST-WEST 


. WALKIN’ BLUES 3:15 


. GET OUT OF MY LIFE, WOMAN 
(A. Toussaint, Marsaint Music BMI) 3:13 


. | GOT A MIND TO GIVE UP LIVING 4:57 
. ALL THESE BLUES 2:18 

. WORK SONG (N. Adderly, Upam Music BMI) 7:53 
Recording first published August 1966 
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EKL-315-B 
¢ SIDE TWO 
BUTTERFIELD BLUES BAND 

EAST-WEST 


. MARY, MARY 2:48 
. TWO TRAINS RUNNING 3:50 
. NEVER SAY NO 2:57 


. EAST-WEST (M. Bloomfield-N. Gravenites, 
Milkman Chivalree BMI) 13:10 


Recording first published August 1966 
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O. C. SMITH 
/ HICKORY HOLLER REVISITED 


| (5 9680 v) SIDE 2 


XSM_ 136796 





1. LITTLE GREEN APPLES -B. Russell- 
2. TAKE TIME TO KNOW HER SS. Davis- — 


3. HONEY (I Miss You) -B. Russell- 
4. THE BEST MAN -J. Fuller- 
= 5. SEVEN DAYS -F. Moore . 


- R. Karol - C. McGeehan- 
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29 : > | Side 1 | 
33% RPM sc ee 7 | _ Made in USA 
\. : ce : ee 
\ 1. QUEEN ELIZABETH’S GALLIARD ’ 

“a2 _ 2, LACHRIMAE. ANTIQUAE PAVAN . es 
On 3. MRS. WHITE’S*NOTHINGE 4 £ 
%, 4. MRS. VAUX’S GIGGE . 4 2 
eo 5. FAREWELL (A FANCY) Pe 
Sy 6. ORLANDO SLEEPETH =. eo 
Gy 7. FANTASIA | < 
y} : : , : | > 
Oy, a om ae ; ‘ zx & 

% JULIAN BREAM - Lute | ae 
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et . ee Ge 
Ne gore 
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XWN 18429 | ‘7? EN aes 5 
; : _—_— - iae 
33 "3 RPM \ ) Made in U.S. 
| | 
\ 1. THE KING OF DENMARK'S GALLIARD / 
‘ 2, MELANCHOLY GALLIARD / 
3 3. MY LADYE HUNSDON’S PUFFE ae & 
A 4, SEMPER DOWLAND, SEMPER DOLENS _,/ a 
e, 5. AN UNNAMED PIECE ie & 
6 _ 6, SIR HENRY UMPTON’S FUNERALL et 
4, “<7. FORLORNE HOPE FANCY | R 
my, ee < & 
Ny, JULIAN BREAM - Lute g? 
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Mfd. oe i mee 3 ‘BYE ave, Love 
i Capital OR Bryant-8. ayant.” : 
‘ Records nc. 2. YOU DON'T KNOW ME 
Rae eeu a - (Cc. Walker&. Satie rf ) 
8. HALF AS MUCH.’ gn ar Mey ea eae Va rar 
? | L(G. Williamsy Q ate eR ees Supa ERTS 
3 | "4. LLOVE YOU SO. MUCH ie HURTS | PAST en teat 
Wire at {F. Tillman). Sa tt 33) a a See 
~®% 9 g. gusT A LITTLE LovIN’ ait eae 
VG on (Ze Clements-E. Arnold) > “(3:28) eat a: 
\ G6, BORN TO LOSE” es Uae ron eee Co 

Sh agg came ae Mh atiaane 





Rep, SS REN gee \oe™ 
S ceo ae 





R A y C 4 A AR [ q 5 
~ MODERN SOUNDS iN. 
COUNTRY AND WESTERN | | WUSIC 
1 ie | . ORE 8,3 #.F LL FREQUENCY STEREO. 
| Oe cus } T-90468 — 


Osa 1 Ne “SIDE 2 


cana Mid. ye can a Wane ND = Wane Wae e ara oe ml Sept es 
og Capitol 1d. Davis-T. Dattan) PUES ees 
i A Qc IT MAKES NO DIFFERENCE NOW Hae et ay iele Saal 
a Picotto: ose SS Daviger een ee (3330), ra 
3. YOU WIN AGAL Gee ram Ts WeSC ns aaa ANY 
Me a oo CA Williams) = VO | "2 SGC Cl ean EN Ae ay, 
oe CARELESS LOVE Fo ok 2 TS ae tery 
Sy Gee (Ray Charles)» ie ee 
“Q,  * S. 1GAN'T STOP: LOVING | you: wh Le ae 
| Weg (D. Gibsori) EE RITE Be aS) 
Bo, 6. HEY, fefele)s) LOOKIN’ ore at 
ey, (H. Williams) ” me BS ted (2: }) EOS Sa 
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A COPLAND 
PaCQM FOUR DANCE EPISODES 


: FROM “RODEO” 


ML 5575 ~g SIDE 
| _ NONBREAKABLE 5  Sa(x‘Lp50613) 


1 


NEW YORK PHILHARMONIC 
LEONARD BERNSTEIN, Conductor 
1. | Buckaroo Holiday 
2. Il- Corral Nocturne 
3. Ill - Saturday Night Waltz 
> a IV - Hoe-Down 





CBS 
















COPLAND 
BILLY THE KID 
(Ballet Suite) 


ML 5575 q SIDE 9 


NONBREAKABLE (x“Lp” 50614) 


NEW YORK PHILHARMONIC — 
LEONARD BERNSTEIN, Conductor / 
Introduction _ is ‘ 


The Open Prairie (Lento Maestoso) 


Scene 1a: Streef in a Frontier Town 
(Moderato) 





Side A Stereo 


APL1-0733-A 


Rory Biock 


1 Lovin’ of Your Life 3:48 


2 Let Bygones Be Bygones 4:47 
3 What Do You Do with a Memory .4:41 
4 Spiritual 2:37 








(Rory Block) 


TM(s) ® RCA CORP —MADE INUSA 
@ 1975 RCA RECORDS 





4 y °° “0 win By ECC Meany ; 7 


@ 


°° «SEND FOR ME 





EARL GRANT 


VL 73860 | 
7-11834 





1, THE NEARNESS OF YOU (3:08-AS) 
2. THE NEXT TIME YOU SEE ME (3:01-BMi) 
3. MALAGUENA (4:14-BMI) * 
“e 4, THE JAPANESE FAREWELL SONG (3:06-AS) ce 
e 5. HONKY TONK (3:10-BMi) oe 
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7 EARL GRANT . 
° | 5 
: e@ 
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° . 
e VL 73860 | x SIDE ° 
° 7-11835@ a 2 
° —_— ° 
r @ 
r i) 
® ‘ | ‘ 
" ee : 
% 1. SEND FOR ME (2:54-BMl) s 
‘oO 2. BLUE STAR (3:37-AS) me 

‘o | 3. DREAM (2:32-AS) | s 
| S *e 4. SINCE | FELL FOR YOU (2:56-AS) i ~ 
Or 7 5, MIDNIGHT EARL (3:04-AS) .° «> ‘on 








LADO 1 STEREO 


CAS-3332 


(ZAHY-3475) 
AGADU -COMAR-SADAIC 
ART. 79 Made in. Uruguay 


“LO MEJOR DE 
LOS IRACUNDOS” 


1. PUERTO MONTT 
(E. Franco-C. Valdez) 


2. EL TRIUNFADOR 
(E. Franco-C. Valdez-P. Laforte) 


. CHIQUILINA ® 











3 
(E. Franco-C. Valdez) 
4. VA CAYENDO UNA LAGRIMA (Surf) 


(E. Franco-C. Valdez-Momy) 

5. ES LA LLUVIA QUE CAE (E’ la pioggia 
che va) Mogol-B. Lind V. Cast.: Franco) 

6. FELICIDAD, FELICIDAD (Felicita, Fe- 
licita) (Rickygianco-Pieretti) Fd 


LOS IRACUNDOS (x) 


(x) Intérprete 








LADO yd STEREO 


CAS-3332 


(ZAHY-3476) 
AGADU -COMAR-SADAIC 
ART. 79 Made in Uruguay 


“LO MEJOR DE 

LOS IRACUNDOS” 

“1. HACE FRIO YA (Ma che freddo fa) 
(F. Migliacci-C. Mattone) 


2. LA LLUVIA TERMINO 
(E. Franco-C. Valdez) 


€& 
3. SCY UN MAMARRACHO ® 


(KE. Franco-C. Valdez-Momy) 


4. MARIONETAS DE CARTON 
(E. Franco-C. Valdez-Momy) 


. CALLA (Beguine) (Cadel) 
LA JUVENTUD (EK. Franco-C. Valdez) 


LOS IRACUNDOS (x) i 


(x) Intérprete ¢ 
4. Con Jorge Calandrelli y su Orquesta 
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LOUISIANE 
CLAUDE BOLLING 








FM 39353 SIDE 1 
STEREO AL 39353 
® 1984 CBS Inc. 













1, LOUISIANA WALTZ (Lyrics: Felix Landau) 5:05 
Vocal: Dee Dee Bridgewater (SDRM) 

2. DIXIE-LAND 3:15 (Trad./Arr. Claude Bolling) (SDRM) 
3. FREEDOM (Lyrics: Valerian Smith) 2:43 with the 
Baton Rouge Community Chorus (SDRM) 

4. QUADRILLE 2:17 (SDRM) 

5. VIRGINIE de VIGORS 2:50 (SDRM) 


VIRGINIE CONCERTO 
Fortepiano: Blandine Verlet 
6. Part 1: (Ingenue) 2:58 (SDRM) 
7. Part 2: (Romantique et grave) 3:12 
(SDRM) 
8. Part 3: (Maitresse de Bagatelle) 
2:38 (SDRM) 















“LOUISIANE. 













io CLAUDE BOLLING 
| FM 39353 SIDE 2 
STEREO BL 39353 
® 1984 CBS Inc. 
















1. OLD NEW ORLEANS 4:45 (SDRM) 


2. LOUISIANE 2:43 Alto sax solo: Pierre Gossez (SDRM) 
3. COTTON BALLS (Lyrics: Valerian Smith) 2:35 with 
the Baton Rouge Community Chorus (SDRM) 
4. VIRGINIE-DANDRIDGE 2:54 (SDRM) 
‘ 5. BRENT (Chasse a l'homme) 3:08 (SDRM) 
\ 6. DRAMA 3:25 (SDRM) 
7. FINAL DIXIE-LAND 1:44 (Trad./Arr. 
Claude Bolling) (SDRM) 
8. LOUISIANA WALTZ (Lyrics: Félix Landau) 
3:50 Vocal: Dee Dee Bridgewater 
(SDRM) 





MUSICA TIPICA NAVIDENA 






CON LUIS GONZALEZ 





STEREO 


L.P.s 152 3 LADO A 


1—-CHICHARRON CON NAME (Chucho Ortiz) 
2—LA NAPA (R. L. Otero) 

3—ANO 74 (Miguel Gonzalez 
4039 (D.R.) 

5—TRISTE NAVIDAD (Luis Gonzalez) 
6—PRANGANA (R. L. Otero) 
























MUSICA TIPICA NAVIDENA 


CON LUIS GONZALEZ 


1—-NI GASOLINA NI ARROZ (Angel Carrasquillo) 
2——FL CHIQUI CHA (Luis Gonzalez) 

3—LA MUJER CELOSA (George Rodriguez) 
4—_LA LECHONA BAILADORA (Miguel Gonzalez) 


5—CANDELA (R. L. Otero) 
6—TE LA PROMETIMOS (Angel Luis Garcia) 









JAMES BIGNON & DELIVERANCE 
“HOW EXCELLENT IS THY NAME’’ 


1. ANYBODY HERE. 3:18 

2. HE’S:AEL | NEED 4:26 
3. SO GOOD 14:31, 
4. JOY LIKE A.RIVER 4:05 


(All Songs by James Bignon, Freeman and Co. 
Music Pub., Bignon Pub. Co./SESAC) 


®) © 1990 Atlanta International 
Record Company, Inc. 
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me) )6JAMES BIGNON & DELIVERANCE 
o ‘SHOW EXCELLENT IS THY NAME’’ 


& ar Oo AIR R 1018 


1..HOW EXCELLENT IS THYeNAME 3:30 


2. HELL WORK"!IT.OUT.FOR YOU 4:09 
3. JESUS, WILL CARRY YOU THROUGH® 4:48 


4. PVE GOT THE®rVICTORY... 3:26 


(All Songs by James Bignon, Freeman and Co. 
Music Pub., Bignon Pub. Co./SESAC) ” 
‘y 


® © 1990 Atlanta International No 
Record Company, Inc. ax 
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SAMPLER 




















Ma PROMOTION ONLY - NOT FOR SALE a 
¢ o 
x 1. MAYBELLENE/CHUCK BERRY (C. Berry- R. Fratto - A. Freed) % Lh\ 
o] Arc Music (BMI) 2:20 % 
9 Zz 
: 3 
5 CH 333 . 33% RPM : 
> (CH 333-A19) SIDE A : 
a : 
a & 
2 2. LITTLE QUEENIE/CHUCK BERRY (C. Berry) 2:40 < 
4 Arc Music (BMI) & 
cA 3. ROCKIN’ DADDY/HOWLIN’ WOLF (C. Burnett) 3:40 5 
» Arc Music (BMI) § 
4. I’M READY/MUDDY WATERS (W. Dixon) 3:35 & 


os 


Ke) 


Arc Music (BMI) 
5. SHE’S MINE, SHE’S FINE/BO DIDDLEY .o 
% (E, McDaniel) Arc Music (BMI) 2:42 o 
a 6. EVIL/HOWLIN’ WOLF (C. Burnett) o 
Arc Music (BMI) 3:01 » 
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SAMPLER 
PROMOTION ONLY-NOTFORSALE % 


Ma 


On GE 


1. OH WHAT A NIGHT!/THE DELLS (Junior & Funches) 3 
Conrad Music(BMI) 3:59 ® 


2. GIVE YOUR BABY A STANDING OVATION/THE DELLS AW al 
(M. Johnson-H. Williams) Conquistador Music (ASCAP) 4:13 C 


CH 333 ey 33% RPM 
(CH 333-B19) SIDE B 


3. PRECIOUS LORD, Part2/ARETHA FRANKLIN 
(Thomas A. Dorsey) Voiceof APsalm Music (BMI) 2:50 
4. WHILE THE BLOOD RUNS WARM/ARETHA FRANKLIN 
(P.D.) Arc Music (BMI) 3:02 
5. MY LOVE HAS BUTTERFLY WINGS/ 
JOHN KLEMMER (John Klemmer) 
Remojh Music (BMI) 3:50 
% 6. SOLILOQUY FOR TENOR AND VOICE/ 
eg JOHN KLEMMER (John Klemmer) & 
4 Remojh Music (BMI) 1:37 xe 


‘AD ive 
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_- 108 CUMBANCHEROS 
Z PEDRO MAICAN CON LOS 
CUMBANCHEROS = 


A \ 


IV — 2053 Lado UNO 


a, — 
sg 


¥ — 





\\ 1 — NO TE GUSTA NADA (Tata Guerra) 
\ \ 2 — LA LECHUZA (Cuco Valoy) 
\, 3 — LAS MARACAS (M. Matamoros) 


4 — TIC TAC (D. en D.) 
5 — ROSA (D. en D.) 


. Es una Grabacion Original de 


Baggones Nene, C. A. (P) 1981 











~~ £08 CUMBANCHEROS 


PEDRO MAICAN CON LOS 





f _ CUMBANCHEROS \ 
\ 
IV — 2053 Lado DOS\ 














j 
{ | 
| 


i} — COMO UN PERRO (Tata Guerra) 
\ 2 — PORQUE PASARON (Cuco Valoy) 
3 — POR QUE NEGARLO (D. en D.) 
| 4 — MENTIRAS SON (D. en D.) 
‘5 = A UD. QUE LE IMPORTA (D. en D.) 7% 
Es una Grabacion Original de 
Grabaciones Mundiales, C. A. (P) 1981 
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A BAILAR CON LOS 


GUACHARACOS 
seCOLOMBIA 


\ ESTEREO 
CD 
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j — LPPU-10115 
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1.-EL CAFETERO (Henry Nelson y M. Loubet) 2.-CUMBIA SABROSA (Bernardo Blanco) Ped 
3.-CUMBIA CARIBE (Lucho Campillo) 4.-LA CUMBIA ES UNA MUJER (Orlando &< 
tL Pefiaranda) 5.-LUCY ABUCHAIBE (Rafael Machuca) 6.-LA CUMBIA DEL SR. 
%Q VELA (Senén Palacios) 7.-CON UN CLAVELITO (Loubet-Casteilon-Cabrera) s 
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1.-EL LLANTO DEL PESCADOR (Alberto Ramirez) 2.-POR LA MADRUGA (fF. Mayo) 
3.-LA NOVIA DE LOS KISS (H. Nelson y M. Loubet) 4.-CUMBIA DEL CLARINETE 
(Abraham Gonzalez) 5.-DISCULPAME (Alejandro Jaen) 6.-CUMBIA MIA (D. Lopez) 
= 7.-JUAN VALDEZ -La Segunda del Cafetero- (Senén Palacios) 
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January 1979 Sampler 
Side A Stereo 


DJL2-3272-1-A 


1 Downhill Stuff 3:33 John Denver-AQL1-3075 

2 What's on Your Mind 4:26 John Denver-AQL1-3075 

3 Johnny B. Goode 3:04 John Denver-AQL1-3075 

4 Get Up 3:41 Evie Sands-AFL1-2943 

5 Keep My Love Light Burnin’ 3:26 Evie Sands- 
AFL1-2943 









NOT FOR SALE 


TM(s) @® RCA CORP.—MADE IN U.S.A. 










January 1979 Sampler 


@ Side B Stereo 
DJIL2-3272-1-B 


1 Future Gonna Get You 3:50 Enchantment- 
BXL1-3269 

21 WANNA BOOGIE 3:48 Enchantment-BX L1-3269 

3 Music Box 7:00 Evelyn “CHAMPAGNE” King- 
AFL1-3033 

4 Let's Start All Over Again 4:33 
Evelyn ‘‘CHAMPAGNE” King-AFL1-3033 







NOT FOR SALE 


TM(8) ® RCA CORP.—MADE IN U.S.A. 


NOT FOR SALE 









January 1979 Sampler 


¢ Side C Stereo 
DJL2-3272-2-C 


1 My: Guns Are.Loaded 3:30 Bonnie Tyler-AFL1-3072 
2 Baby | Just Love You 3:00 Bonnie Tyler-AFL1-3072 
3 Louisiana Rain 4:27 Bonnie Tyler AFL1-3072 

4 Have A Good Day 3:30 Max Demian-AFL1-3273 

5 High School Star 4:30 Max Demian-AF L1-3273 


TM(s) @® RCA CORP.--MADE IN U.S.A. 








NOT FOR SALE 





January 1979 Sampler 


¢& Side D Stereo 
; DLA Sy eLeap 


1 Laissez Faire 5:37 Gichy Dan-AFL1-2938 

2 Lady From The Caribbean 5:09 Gichy Dan- 
AFL1-2938 

3 You Can't Keep A Good Man Down 6:37 
Gichy Dan-AFL1-2938 


TM(s) ® RCA CORP.—MADE IN U.S.A 





y CARLTON COON - JOE SANDERS 
ORIGINAL NIGHTHAWK ORCHESTRA 
Volume Three: “BLAZIN” (1927-1928) 


1. HALLUCINATIONS (Instrumental 
2. STAY OUT OF THE SOUTH 

3. IS SHE MY GIRL FRIEND? 

4. READY FOR THE RIVER 

5. OH! YOU HAVE NO IDEA 

6. TOO BUSY! 

7. BLAZIN (Instrumenta) 


8. DOWN WHERE THE SUN GOES DOWN 
ww 


& 
“ bey, oy 
. ET Record Box We 7 





CARLTON COON - JOE SANDERS 
ORIGINAL NIGHTHAWK ORCHESTRA 
Volume Three: “BLAZIN” (1927-1928) 


3. HALLUCINATIONS (Instrumenta) 

4. SKINNER’S SOCK (Instrumental 

5. MY SUPPRESSED DESIRE 

6. WHAT A GIRL! WHAT A NIGHT! 

7. SMILIN’ SKIES 

8. HERE COMES MY BALL AND CHAIN 


b, 
: Lite,» yg 
3 ON Records¢ Box} 





























FMM RECORDS 





JOSE OCTAVIO 
Con Los Nietos 


SIDE A ® © 1988 RMM RECORDS 


RMMLP-1670 ¢q; 1650 Broadway, Suite 1206, 
33 13 RPM 


us = vr 1001 S 
1. UNA VIEJA CANCION 4:01 


(212) 541-795 
(CURRI-DALLA/EMMANUEL) 


2. AMOR QUE MATA 3:39 


3. MI COMPLICE 3:47 


(JOAN SEBASTIAN) 


4,.ADICTO 3:41 


(ALVARO TORRES) 


Productor Elecutivo: Ralph Mercad + Productor: Chery Jmenez 
Arregiog: Sonny Ovalle + Estudio de Grabacion: EMC As 
Mezcla: July Ruiz, Sammy Velasquez, Santiago Velaz 





RMM RECORDS 





JOSE OCTAVIO 
Con Los Nietos 





SIDE B ¢) © 1988 RMM RECORDS 
1650 Broadway, Suite 1206, 
RMMLP-1670 ® New York, NY 10019 
33 1/3 RPM (212) 541-7950 




















1.DEBO HACERLO 4:36 


(JUAN GABRIEL) 


2. DOQUIERA ESTAS TU 3:51 


(JUAN GABRIEL) 


3. SOLO IMPORTAS TU 4:07 


FRANCO DE VITA) 


4.CHEVERE 4:29 
(OMAR ALIANO) 
Productor Ejecutivo: Ralph Mercad +» Productor: si ity enez 


Arreglos: Sonny Ovaile » Estudio de Grabacion: A 
Mezcla: July Ruiz, Sammy Velasquez, Santiago Veloz 






. SEL CANTANTE DE TANGOS” 





eT ene LP. No. 0. 2033, 


aN TYNET BATISTA e 
—EL AMIGO RECONTRADURO | 
EL LORITO ee F 
—PURASANGRE  — /; 2 
—EL CONCURSODEMARICAS “" — - 
—LA CIRUGIA AL COCODRILO =. 
- —LA BEBA DE LA CASA | 
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~>EL ESPANOL .COCHINITO. s 
—GRASA EN RegoGa ey 
'. ~EL.GRILLO eS 
* CUMPARCITA 


ce 1982) 
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10 06 th OBR - — pron 


_..-AHORA VUELVO YO 
- —JAIMITO-EL VIVO 


-=LASILLACARIOCA . 
—EL CLIENTE ANTIGUO... 


« ~EL TOMBO EMPENOSO 

- . —EL MARICONCITO | 

.. «LA LLAVE DE MI CUARTO 
'- —LA HERMANA : 

, —LA CASADA. INFIEL - 
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—LA COLGADA 







—EL BORRACHO. 
—EN LAS.ROCAS ; 
—EL BARCO DE GUERRA 
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STEREO 


VENEZUELA.75 
NELSON HENRIQUEZ y su Combo 


1. EL BARRANGUICLERO 
2. Y QUE.Y QUE 
$3. BAION DE MADRID 
ae RECUERDO TUYO ec 
Me TIEMPO Y DISTANCIA of 
“On, 6. ESQUINA DEL CANON VERDE A 


Co ne 
RP, 658 TENTH AYE" 





STEREO 
SIDE B 


VENEZUELA 75 
NELSON. HENRIQUEZ y su Combo 


1. ZAGUATE CUMBIA 
Zs 2. OYE MORENITA 4 
dy 3. EL PERGAMINO At 
2. 4. FIESTA EN MONTERIA re 
So 5. PA CARTAGENA yor 
Op 6. MI NAVIDAD ew 


oe 
oS 
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Co , 
P., 658 TentH AVE 








“SALP 1513 


STEREO 








USCA 


HIGH FIDELITY « UNBREAKABLE @ . & e@ @ 





* RAMITO : \ 
EL. CANTOR DE LA MONTANA \ 
| Volumen 13 | ' 
@e |. Labo} 
a, | (SRP 82q) 


i Ae CIEGO POR TRES DIAS — Aguinaldo . ff 

{Flor M, Ramos) : 

2. NO CAMBIO A MO PUERTO RICO — ry, 

(Flor M. Ramos) 

3. ESTRELLA DE ORIENTE vs Aguinaldo , 
(Flor M; Ramos) | 


/ 


4 ENSALADA DE INGLES Y esPaNOL : oY; Seis 


(Flor M,. Ramos) es 
5. LO QUE NO PUEDE PINTARSE . oe ~ Mapevé 
{Flor My :Ramos) 
6. FELIZ ANO NUEVO. os Aguindido 

AF lor M. Ramos} 


MADE IN U.S. 





NSONIA 


HIGH FIDELITY * UNBREAKABLE § £@-. 4 @ 6 ®@ 


RAMITO | 
EL CANTOR DE LA MONTANA 
Volumen 13 


SALP 1513 y >» | LADO 2 
Site (0G) Ba 


JESUS AMOROSO — Aguinaldo 


& ; ); 
: of 
. ran 





1. 
(Flor M, Ramos) 
2. SENTENCIA DE MUERTE .— Seis f 
(Flor M. Ramos) / 
3. EXPERIMENTO — Mapeve 
{(Fior M,. Ramos) 
‘4 PUERTO RICO ES UN DIAMANTE on Seis 


“. (Flor M. Ramos) 
5. VIVA PUERTO RICO — Eisne 
(Flor M. Ramos} ya 
6. FELICES DIAS — ies hit i = 
(Flor M. Ramos ; 
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MADEINU.S. > 





f 


ct) 
& 
i - | 
WW 
Ee) 
w 
o 
ee 
a 
oO 
os 
ue 
=A 
\ oom 
2 


~— 


a MARCHA RANCHO” 


GILDA VALENCGA 


re. a 


MX-1224 


1. SAUDADE VAE-TE EMSORA (Julio de Souza) 
2 « Al MOURARIA (F. Valerlo-Amadeu do Vale) 
Ks ° SALFAMA (Clas Alfredo: Blas-Amadeu do Vale). 
a es UMA CASA PORTUGUESA (A, V, Fonseca- 
| V. de Matos: Sequeira-R. Ferreira) : 
aN TUDO ISTO E FADO (f de Carvalho. 
eat Nazare) 

6. er hates. DA RUA (Joas Bastos. 
| Antonio Mello) 


AL. 2075-8 
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sore SOUND gysteM 


SUPER SOUND SYSTEM. 


SUPER SOUND SvSTE™ 





CARLENE pe 
Manufactured & Distributed by “eck 





VP Records 89-05 138th Street 


Jamaica, NY 11405 SIDE A 
| Tel: (718) 291-7058 Fax: (718) 658-3573 VPRL 1603 
In Florida, 5893 S.W. 21st Street 33 1/3 RPM 


W. Hollywood, FL 33023 
Tel: (954) 966-4744 Fax: (954) 966-8766 


























1. | Shall Not Be Moved 
i Standing In The Ashes 
4 3. Lord | Lift Your Name On High 
E 4. Redeemed ve 
§. Lord | Give You My Heart 
6. It Must Be Love 
Be, 1, This Island Needs Jesus 


a, 


* No \0 
All; ce" 
‘ghts 5 eserved. Unauthorized duP 
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Manufactured & Distributed by “eck 


VP Records 89-05 138th Street 





; SIDE B 

| Jamaica, NY 11425 
| Tel: (718) 291-7058 Fax: (718) 658-3573 VPs 1603 
In Florida, 5893 S.W. 21st Street 33 1/3 RPM 














W. Hollywood, FL 33023 
Tel: (954) 966-4744 Fax: (954) 966-8766 








1. Jesus Is Coming 
2. Nothing But The Blood 
3. Light OF Jesus 
e 4. Inna Dis Yah Country 
: S§. Hallelujah Medley 
Y, 6. Bodyguard 
CaN 1. This Island (Brawta Mix) 


RBA. 


ct amnden | 


RBA 


~~Camden_ 
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GS or KINGS 


ry yy 


KIN 





EANTAIL: ¢ 


| | p 
SIDE 1 yl 


KOK-2001LP 1. RISE UP THIS MORNING 3:57 
2. PEOPLE NEED LOVE 3:56 


3. MAMMA (featuring: Jonah & Joshanna Levy) 3:38 
4. FRIEND FOR LIFE 4:11 
5. FLOWER IN MY GARDEN 3:52 
6. DON'T LOOK BACK (featuring: Lady Saw) 3:37 
ALL TRACKS (except tracks otherwise indicated on jacket) 
PRODUCED,WRITTEN, ARRANGED,PERFORMED & DIRECTED RY 
BY COLIN "ILEY DREAD" LEVY 


rn EXECUTIVE PRODUCER: COLIN LEVY “« 
Np © © 2001 KINGS OF KINGS PUBLISHING INC. at 




















& 
Sp 
Ve 
Ya) 
Uy, € 
Aur vad 
*ORI2E5 DUPLICATION IE sTRICTN prov 






: SING UNTO THE LORD, BLESS HIS NAME 


GS or KINGS 












KOK-2001LP 


7. THIN LINE (featuring: Chester "Chess" Miller) 3:43 
8. PASSIONATE FEELING 3:53 
9. SUMMER LADY 3:57 
10. GO SO BABYLON (featuring: Terry Ganzie) 3:59 
11. WHY? 3:53 
12. REVOLUTION (featuring: Sizzla & Capleton) 4:21 
ALL TRACKS (except tracks otherwise indicated on jacket) 
PRODUCED, WRITTEN, ARRANGED,PERFORMED & DIRECTED 
x BY COLIN "ILEY DREAD" LEVY 


Voy EXECUTIVE PRODUCER: COLIN LEVY 
Bp. © ® 2001 KINGS OF KINGS PUBLISHING INC. 
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BENNY CARTER 
MORE COOKIN‘ 
. 31:45 
pods 8 a 




















1. On Green Dolphin Street 
2. Mean to Me 
3. Lover Man 


BENNY CARTER, ALTO SAX 
RICHARD WYANDS, PIANO 
LISLE ATKINSON, BASS 
AL HAREWOOD, DRUMS 


@® Amerco, Inc., 199] 







_ HERITAGE 
Srae& 
BENNY CARTER 
MORE COOKIN’ 


9I29I7A (30:28) 
SIDE 2 33 1/3 RPM 
1. South Side Samba 
2. 1 Thought About You 


3. Out of Nowhere 
A. Take the "A" Train 





















BENNY CARTER, ALTO SAX 
RICHARD WYANDS, PIANO 
LISLE ATKINSON, BASS 
AL HAREWOOD, DRUMS 


® Amerco, Inc., 1991 





Fretted Instruments 


David Wilbert 


Solo Gui 












— Volume | 


© 33 1/3 RPM 
STEREO 


S~-1001 







SIDE ONE | 
(NR11414-1) \ 





1. THE As OF SALISRURY 
(Byrd) 


2. GRAND OVERTURE 
(Giuliani) 


3. FANTASY 
(Sor) 


4.WALTZ 
- (Barrios) 


‘ng, 
“uy 
Cns no 
€ 

“906 Linden Aven" 























Fretted Instruments 


Lavid Nilbewt 


Solo Guitar — Volume | 


SIDE TWO 


33 1/3 RPM 
(NR11414-2) STEREO 


S—16001 


1. THE GIRL WITH VHE FLAXEN HAIR 
(Debussy) 


. STUDY — 

. PRELUDE 

-. DANCE 
(Wal bert) 


5. EL NOY DE LA MARE 
(Anonymous) 


6. PLANY 
(Anonymous) oY 


7. LA CATEDRAL 
(Barrios) 
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= THE COMPLETE JARMELS@am | 
J ON 1. A LITTLE BIT OF SOAP . 
uF (B Russell) © 1961 ay! 
2. SHE LOVES TO DANCE 
(J Seneca) © 1961 


3. ONE BY ONE 
(L Patterson, B Nelson) © 1962 






S White 
1950, #2374949 


STERE 


i 
i 


4. KEEP YOUR MIND ON ME 
(F McRae, G Perkins, F Moore) © 1963 
5. COME ONE GIRL 
(B Elgin, B Russell, R Rogers) © 1963 
6. WHY AM! A FOOL FOR YOU 
(J Seneca, M Horton) © 1986 
7. THE WAY YOU LOOK TONIGHTTt 


i e 
; | nN 
(D Fields, J Kern) © 1961 | Ss 


Daniel Jame 
Personal Property 


January 5, 


—_— 
iit = 


STEREO except tt MONO 
THE JARMELS 


Track 1 EM! Music Pub Ltd., 2, 3, 4 + 6 
Schwarz Music 5 White Castle Music 
7 Chappell Music Ltd. 


THE COMPLETE JARMELS 


1. LITTLE LONELY ONE 
(B Brass, | Levine) © 1961 
2. GEE OH GOSH 
(R Libano) © 1962 
3. RED SAILS IN THE SUNSET 
(H Williams, J Kennedy) © 1962 


IP 7780 
IP 77802 


4. LONELINESSTT 
(J Mot) © 1962 
5. LL FOLLOW YOU 
(F Ahlert, R Turk) © 1962 
6. YOU DON’T BELIEVE A WORD I SAY 
(W Young, B Jones) © 1986 
7. LITTLE BUG 
(B Russell) © 1962 
STEREO except tt MONO 
THE JARMELS 
Track 1 United Partnership Ltd. 2 + 6 2 
Schwartz Music 3 + 4 Shapiro Bernstein Music Co Ltd. 


\ 








pRAg 


HI-FI 


Pia EXCERPTS FROM 
ay HANDEL'S MESSIAH 


ex TRADIVARI pies NSS me MAG CHORUS 


| il Oo 
Bs EVERY VALLEY SHALL “BE EXALTED 













HAXLELUDAH 
0, THOU THAT TELLEST GOOD) = 
| TIDINGS: TO ZION = 
HOW BEAUTIFUL ARE THE FEET OF 
THEM THAT PREACH THE 
GOSPEL OF PEACE 
WHY DO THE NATIONS — 


fo) a 
VG Play, -XSP- 4] [-A Ww ae 
| | SIRE RPM-HIGH oe 
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HANDEL'S MESSIAH 
TRADIVARI STRINGS WITH ‘CHORUS 
K FOR UNTO:US A CHILD 1S. BORN 
AC COMFORT YE, COMFORT YE}. 
MY PEOPLE 
HE TRUSTED IN GOD 


‘LKNOW THAT MY REDEEMER LIVETH 
THE TRUMPET SHALL SOUND 
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i * Lay XSP-411-B or 


Lt 
"33% RPM- HIGH FDEL 


FACE A 


LR - 10045 SH DISTRIBUIDO POR 
“ayy aan DISCOTECA PORTUGUESA 


STEREO 69 2 NASSAU ST. 
TORON7TO ONT. CANADA 
TEL. (416) 868-1649 


XICO JORGE 


S 
a - DEDICADO A TI A. do Necchio-Se Rocchetti-A. Jose” 
a s. VERDE VINHO Paulo Alexandre-Udo Yurgens-Kunze 
$ 
"s 
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3. DESCULPA Elton John-Bernie Taupin-A. Jos& 
4. NUVEM PASSAGEIRA Hermes Aquino, 
5. CANTYGA DA GENTE NOVA Eduardo Garcia-Rgha Oliveira 
CIDADE, MOCIDADE Nuno N. Fernandes- 
Carlos Coelho 






Made In CANADA 
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WORK RESERVED. UWAUTHORIZEO Rue 





FACE B £2 
LR ‘ 10045 we DISTRIBUIDO POR 
33 1/3 rpm DISCOTECA PORTUGUESA 
STEREO 69 2 NASSAU ST. 
TORONTO ONT. CANADA 
TEL. (416) 868-1649 



















XICO JORGE : 


In oe bE AGARNC COM OUT O TEMA © 


Cacho Castano-Versao Jean Pierre 4 
2. AMOR, AMOR F. Lopez Gepero-A. Jose 
3. SOBRAM AS PALAVRAS Braulio-A. GarciasA. José = 
4. FRANCESKA Antonio Guijarro-Augusto Algueré A) 
Ni 
Ss 


Ox HOR DE RRASSDO xATEESVEinDit 
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A. Koral-Z. Skerl-A. José S 
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HENOA 


VICTOR CRUZ 
ACORES — UM CONVITE 


ACGORES UM CONVITE (V. Cruz, Pai - T. Frazao) 
HORTENSIAS (V. Cruz - T. Frazao) 
A ILHA, O MAR E EU (T. Frazao) 
CHARLESTON (T. Frazao) 
MAR DAS ILHAS (V. Oliveira - L. Bettencourt) 


Orquestragdes de TEOFILO FRAZAO 
Fotos de MANUEL PAIVA 
Direcgao Tecnica de LUIS BETTENCOURT 
Gravado no ANGEL STUDIO 
Técnico: JOSE FORTES 
Direcgao de orquestra de REIS GOMES ay 
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A ADEUS AGORES (A. L. Macedo - T. Frazao iB 
% ILHA (A. L. Macedo - T. Frazio) Fi 
O NOME DE MARIA \V. Cruz - T. Frazao) 2 






SEM PALAVRAS (V. Cruz - T. Frazao) 
LAVADEIRA (J. T. Medeiros - L. Bettencourt) 









Orquestragdes de TEOFILO FRAZAO 
Fotos de MANUEL PAIVA 
Direcgao Técnica de LUIS BETTENCOURT 
Gravado no ANGEL STUDIO 
Técnico: JOSE FORTES 
Direc¢ao de orquestra de REIS GOMES 






































SANTA MAE 
HENRIQUE GARCIA 


SANTA MAE 4:37 


Letra. H. Garcia 


ALARIBA 3:17 


Letra H. Garcia 


Lado A / \ 


CORACGAO os 3:30 
Letra. J. Alfredo J. 

A NOITE-.2:30 — 

Letra. D.R. 


NAO VENHO NEM VOU 4:13 
Letra D.R. 





Producao e Distribuicao 
HENDA RECORDS, INC. 
Mt. Vernon, New York 
























SANTA MAE 
HENRIQUE GARCIA 


CANTO AOS ACORES 2:15 


Letra H. Garcia 


ELAPARTIO 3:18 


Letra H. Garcia 


3313 RPM 





ACABECA 3:20 


Letra. D.R. 


LUANDA 3:08 
Letra D.R. 


Producao e Distribuicao 
HENDA RECORDS, INC. 
Mt. Vernon, New York 
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a Sanit GIGLI 
O SOLE MIO (di Capua-Capurro) 
MATTINATA (Leoncaval//o) 
MARECHIARE (Tosti-de Giacomo) 
LA SERENATA (T7osti-Cesareo) 
OCCHI DI FATA (Denza) © 
~ LUCIA, LUCI (de Curtis) 
CARRETTIERI (G/bi/aro) 


Beniamino Gigli, tenor 
met orkest begeleiding 
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< STEREO-MONO O 
= [acum | BAN 14297. & 
a Side 1 18 : 
2 oy Os Cpa, Oion Tn) we A & 
= 1. MELODY FROM THE FILM “THE DYBBUK” Ss 
= (Noam Sheriff) 7 = 
Ss 2. FOLK SONG — 279m» IY S9W 2 S 
a Traditional - 7pny o 
Se 3. YAH RIBON (Traditional) — any yya4 n> |.3- = 
%, 4, CHASSIDIC SONG ‘Traditiénal /0)2Y OFDM Jd 24 S 
Qn 5. SIM SHALOM — prov tw 5 - Ss 
Bee Yeshayahu Paikov - 3)p779 In7yw? IS 
Wy 6. YEDID NEFESH — wo) 7979 .6 
73 Ehud & Sara Zweig-)7718 NW) TINN eS 
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> “JEWISH SOUL MUSIC" 
GIORA FEIDMAN 



























RAR SRT STEREO-MONO 
F | AcuM | BAN 14297 2 
5 9052 Side 2 18 S 
= 1. IMPROVIZATION — 7 N42 MsPAIaAIIN fd a 
: (Traditional) — > a)y S 
. 2 SHALOM ALECHEM — p>%>y miby 2 bs 
Zz (Traditional) — >yany = 
aN 38. HAVU EZ LATAISH — wns ty 98m 23 S 
A, (Traditional) — > = 
% 4, WEDDING DANCE — AND P5 «4 Ss 
ey (Traditional) — %)a)a) S$ 
‘e NY ww DOTIND GTI 19 5 S 
Y 5. AZOI| TANTZMEN IN ODESSA... (trad.) aS 


Po PIN jPID 7 = TWIT IMM 1D 6 WS 
pe 6. IF | WERE A RICH MAN R 
(Bock ~ Harnik) oo 


UNAUTHOI RISE p\) 
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te) icm 29 4 H |-F 
ROBERT SCHUMANN 
FASCHINGSSCHWANK AUS WIEN, OP. 26 





band 1. eknkine eee 
band 2. Romanze 
band 3. Scherzino 
band 4. Intermezzo 
band 5. Finale — 


— JOERG DEMUS - Piano 


33) RPM 
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NATURAL BALANCE 
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eae! /. ROBERT SCHUMANN ate 
| | band 1, ABEGG-VARIATIONEN, OP. 1 ‘\- 
ty] !) 3 
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‘Made in USA - 


band 2. ARABESKE, OP. 18 

: band 3. BLUMENSTUCK, OP. 19 

Mi 8 ERB DEMUS - Piano ¢ 
Op ; eS 
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HIGH VOLTAGE 
THE COUNT BASIE ORCHESTRA 


1. CHICAGO (Fisher/Roullier/Stani) 2:47 
2. HAVE YOU MET MISS JONES 2:45 
(Rodgers/ Hart) 
3. THE LADY IS A TRAMP 2:53 
(Rodgers /Hart/Gershwin) 

4. 1M GETTING SENTIMENTAL OVER YOU 2:46 
(Washington/Bassmann) 

5. BEWITCHED (Hart/Rodgers/Greenfield) 4:59 
6. DAY IN, DAY OUT (Bloom/Mercer) 2:33 





g STEREO 

PR 7105 , 1981 PAUS 
: 9 A 

Side l RECORDS, INC. 

























HIGH VOLTAGE 
THE COUNT BASIE ORCHESTRA 


1. GET ME TO THE CHURCH ON TIME 2:15 
(Lerner/Loewe) 

2. WHEN SUNNY GETS BLUE (M Fisher) 3:43 
3. ON THE SUNNY SIDE OF THE STREET 2:15 
(McHugh/Fields) 

4. TOGETHER (Nilsson) 3:07 
5. 1F | WERE A BELL (Loesser) 3:07 
6. | DIDN'T KNOW WHAT TIME IT WAS 2:11 
(Rodgers/Hart) 





¢g STEREO 
/3 RPM 
Ake @ 1061 PAUEA 


RECORDS, INC. 
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1. AMERICAN TUNE 3:44 
2. WAS A SUNNY DAY 3:40 


LEARN HOW TO FALL 2:45 ee 
AS UY S| COMET. 419 ZO) 
_ LOVES ME LIKE A ROCK 3:32. y 


-P. Simon 


& 

KC 32280 a> ae 

STEREO ( Se BL 32280 = 
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GERRY AND 
THE PACEMAKERS SECOND ALBUM 


jae LLP ¢ SIDE 1 
33 Abhe | _ cr4M-4653 | aae 


8— = 2. A SHOT OF RHYTHM AND Lee 
B 08 U E S = oe 






ee & 
Us A 3. WHERE HAVE YOU BEEN 7 ON 
Nae } 4. HERE'S HOPING i i 
“a 5. PRETEND s 
A 6. THE WRONG YO YO w 


= PACE IN any 
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ay "GERRY AND 
WP” THE PACEMAKERS SECOND ALBUM 


meh =sCLLP ry SIDE 2 
33th || 027 J RR4M-4654 Jha 


eee . CHILLS 
BNE: . YOU CAN’T FOOL ME 
eae _ IT'S HAPPENED TO ME 
7 ae . IT'S ALL RIGHT 
(fs me 865. SLOW DOWN 
*) . JAMBALAYA 
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1. BLUES IN THE CLOSET 
2. WHEN IT’S SLEEPY TIME DOWN SOUTH 
3. DEEP NIGHT 
4. NO MOON AT ALL 
5. UNDECIDED 


PETE COMPO JAZZ VIOLIN QUARTET 


-101 y SIDE ONE 
LIVE AT THE WEST END CAFE 


NEW YORK CITY 
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RECORDS 










1. MAKIN’ WHOOPEE 
2. NAKASAKI 

3. BUT NOT FOR ME 

4. IN THE WEE SMALL HOURS OF THE MORNING 


PETE COMPO JAZZ VIOLIN QUARTET 


-101 ¢ SIDE TWO 


LIVE AT. THE WEST END CAFE 
NEW YORK CITY 











ARCHIVES 


Mfg. & Dist. Worldwide 
by ALA Records 


ELLINGTONIA 
4218 W. Jefferson Bv. 


Los Anceles, Ca. 90016 i 


ELLINGTON ALL STARS 
featuring 
CAT ANDERSON 













1. BETWEEN SOMEPLACE 
GOIN’ NO PLACE 


2» A FLOWER IS A LONESOME THING 
3. THE MEXICAN BANDIT 
4. LOVELINESSENCE ~~ 


© ©1982 Ala Records 
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A6GI1A 
SIDE 1 
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ELLINGTONIA 
Mfg. & Dist. Worldwide STEREO 
by AALAT Records © A611 
4218 '\W: Jefferson Bv. : 
Los Angeles, Ca.-90016 SIDE 2 



















ELLINGTON ALL STARS 
featuring 
CAT ANDERSON 


\ 


. ACCEN’TUATE 
. CHELSEA BRIDGE 
. SUMMERTIME 

. LIKE, DIG 


& WN — 


© 1982 Ala Records 








JS 5006 
Side 1 
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LOWDOWN BLUES 
Pete Brown & His Jump Band 
Jonah Jones & His Orchestra 





1. SAID ZED 2:35 
2. THE LITTLE JUMP 2:37 
3. AIN'T MISBEHAVIN’ 3:30 
4. CARAVAN 3:33 
5. THAT’S THE LICK 2:30 
6. BLUE SKIES 2:28 

“7. ROSETTA 2:30 
“8. THE WORLD IS WAITING | 


“ROR THE SUNRISE 


STEREO 







LOWDOWN BLUES 
Pete Brown & His Jump Band 
Jonah Jones & His Orchestra 


JS 5006 STEREO 
Side 2 


LOWDOWN BLUES 

B. Hh. BOOGIE 

THAT'S THE LICK 

YOU CAN DEPEND ON ME 
BABY, WON'T YOU PLEASE 
COME HOME 

TWELFTH STREET RAG 

| CAN’T GIVE YOU ANYTHING 
BUT LOVE 
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“GREAT GROUPS 


OF THE FIFTIES’ 
Volume Three 


A ee koe |e COL 5039 
[rae Ce) aes (Ah j SIDE ONE 





\ 
\ 





1. THE GLEAM IN YOUR EYES - The Channels - 
? {Lewis-Robinson) « Spinning Wheel (BM) 
2. GOLDEN TEARDROPS - The Flamingos - (Redding-Carter) - Joni (BMI) 
3. CAN'T HELP LOVING THAT GIRL OF MINE - The Hide-A-Ways 
&. SHADOWS .- The Five Sating - (F Parris) - Angel (BMY 
&. Li BE FOREVER LOVING YOU - The El Dorados - 
yi. Aenold-T, Daniels) ~ Tole (BM) 
6. HONEST - The Gaaelles - (Langston) - Andrea (SESAC) 
| 7. LOVE ME RIGHT - The Skyhawks - 
oO (Previously Unreleased) 
% i RAK RM 
8 \ ae 
“CORD corp, Box 35. NAR 





“GREAT GROUPS 
OF THE FIFTIES” 





Volume Three : 
/ ; . , wy 
a wis a a Oe ss | | COL 5039 __ 
ee ee, ate die SIDE TWO 








1.1 COULDN'T SLEEP A WINK LAST NIGHT - The Mello-Moods - 
(H. Adamson-J. McHugh) -Bob-Dan (BMI) 
2. VALARIE - Jackie & The Starlites - (Starlites) - Fast Music (BMI) 
3. EVERYONE'S LAUGHING - The Spaniels - (C. Carter) - Conrad (BMI) 
4. DANCE GIRL -- The Charts - (i. Cooper) - Everlast (BMI). 
5. MARCELLA - The Castelles- (The Casteiles} - Slotkin (BMI) 
6. CORALEE - The Hemlocks - Jefferson-Robinson) - Fire (BMi} 
#7. LOVE YOU - The Idols - (Previously Unreleased) 
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COMPATIBLE STEREO RECORD 


RACHMANINOFF 
SIX PIECES, OP. 11 























ORS 7151 ey SIDE 1 
STEREO = 33% RPM 
(21:07) 


1. Barcarolle 5:24 
2. Scherzo 3:14 
3. Russian Theme 5:13 
4. Waltz 4:08 
5. Romance 3:08 


SHARON GUNDERSON 


JO ANN SMITH 
PIANO DUETTISTS 



















ORION 


COMPATIBLE STEREO RECORD 


RACHMANINOFF 
SIX PIECES, OP. 11 


ORS 7151 _ SIDE 2 
STEREO es 33% RPM 
(21:16) 


1. Rachmaninoff: Slava, Op. 11, No. 6 5:50 
2. BRAHMS: VARIATIONS ON A THEME OF SCHUMANN, Op. 22 15:16 


SHARON GUNDERSON 


JO ANN SMITH 
PIANO DUETTISTS 
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“THE BEST OF JOHNNY & THE HURRICANES” 


3 JOHNNY & THE HURRICANES 


1. RED RIVER ROCK (King-Mack-Mendelsohn) 2.10 (Castle) 
2. HAPPY TIME (King-Mack) 2.07 (Palace) 
3. BUCKEYE (Conaster-King) 2.07 (Palace) 

4. CUT OUT (King-Mack) 2.00 (Palace) RY 
5. BEATNIK FLY (King-Mack) 2.10 (Leeds) z 
cn 6. WALKIN’ (King-Mack) 2.48 (Palace) 


Original Recording MCP, U.S.A. 
®)1977 
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ECORD PROHIBITED: 


STEREO ¢ ~ FLP-4939 


33% RPM. SIDE 2 






“THE BEST OF JOHNNY & THE HURRICANES” 


JOHNNY & THE HURRICANES 


1. CROSSFIRE (Fowler-King) 2.24 (Control) 
2. REVEILLE ROCK (King-Mack-Conaster) 2.21. (Castle) 
4 3. BAMBOO (Conaster-King) 2.20 (Palace) 
° 4. THUNDERBOLT (King-Mack) 2.08 (Palace) 2 
DQ 5. JOY RIDE (Pizzol-Gottfried-King) 2.29 (Palace) zy 
~~ 6. SANDSTORM (King-Mack) 2.15 (Belinda) S$ 


Original Recording MCP, U.S.A. 
on ®) 1977 
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ENRICO MACIAS 


STEREO 2M 046 - 13.255 
) ~ M046 - 13.255 A 


CE DISQUE PEUT ETRE UTILISE 
AVEC UN LECTEUR MONO (py 1975 


VOUS LES FEMMES (2’20) - E. Macias - P. R. Blanc, J. Demarny 
IL RESTE AUJOURD’HUI (2’05) - E. Macias - A. Huruguen 1963 PATHE MARCONI 


1965 MARINE 


PUISQUE L’‘AMOUR COMMANDE (2'50) - E. Macias - J. Demarny 1967 CIRTA 
4. L'AMI FIDELE (2’25) - Pétrov-P. Gérard 1964 CHANT DU MONDE/P. GERARD 
5. TOILE POETE (2’25) - J. Claudric, E. Macias-J. Demarny, E. Macias 1967 

CIRTA — 6. UN SOIR D‘ETE (2’30) - D. Pomus, M. Shuman-A. Salvet, 4 
: C. Carrere 1963 PIGALLE — 7. POUR TOUT L’OR DU MONDE 
(2’30) E. Macias - J. Demarny, P. R. Blanc 1966 CIRTA 
Orch. dir. 1.4.5. J. Claudric - 2.6. A. Huruguen 
3.5. a l’acc. Jo Courtin 





MADE IN FRANCE. 


ENRICO MACIAS 


STEREO yo 2M 046 - 13.255 eae 
CE DISQUE PEUT ETRE UTILISE ‘ame M 046 - 13.255 B Ye 
AVEC UN LECTEUR MONO @ 1975 


1. CHANTER (2'55) - E. Macias-J. Demarny 1966 CIRTA — 2. VAGABONDS 
SANS RIVAGE (Nubes de colores) (2’20) - A. Alguero-P. Cour 1963 CHAPPELL 
3. SANS VOIR LE JOUR (3'15) - Folklore, arrgt. E. Macias 1965 COMPAGNIE / 
CAP. — 4. CHIQUITA (3’05) - E. Macias, A. Huruguen-L. Halimi 1962 
PATHE MARCONI —- 5. L'AMOUR C’‘EST POUR RIEN (3'10) - E. Macias- 
P.R. Blanc 1964 TRAIN BLEU/TUTT! — 6. J‘APPELLE LE SOLEIL 
(2'35) - E. Macias-G. Bertret, J. Demarny 1965 MARINE/ 
CiRTA -—— 7. AVEC LES PINS BU BORD DE L’EAU (1/50) 
E. Macias-E. Marovani, A. Huruguen 
1964 TUTTI 
Orch. dir. 1.3.5.6.7. J. Claudric 
2s Rs Husuguen 





“Tous DROITS DU PRODUCTEUR PHONOGRAPHIQUE & DU PROPRIETAIRE DE L’ OEUVRE 
_ENREGISTREE RESERVES SAUF AUTORISATION, LA DUPLICATION, LALOCATION, 
hee LE PRET. L'UTILISATION DE CE DISQUE POUR EXECUTION PUBLIQUE 

Hk HET: RADIODIFFUSION SONT INTEROI TS: 
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DAKOTA STATON 


SideOne NO Man Is Going 
Produced by Ben Arrigo 
® 1985 To Change Me Bross Townsend-Piano 
(m48 5gpds5027a) Dave Jackson-Bass 
All Rights Reserved | cae re ea 
GP Records ; Duplication of This Recording 
GPDS 5027 Stereo Is Prohibited by Federal Law. 

















1. THAT’S NO JOKE 
(Joe Bailey) BMl—Rightsong Pub.—2:29 
2. NO MAN IS GOING TO CHANGE ME 
(Gladys Shelley) ASCAP—Spiral Rec. Corp.—3:22 
3. WHERE FLAMINGOS FLY 
(Van Morrison) BMi—Caledonia Soul/Warner Tamerland—4:30 
4. SEX IS A MISDEMEANOR 
(Walter Bishop) ASCAP—Walter Bishop Music—4:15 
5. [IT] AIN’T NO USE 
BMI—Rightsong Pub.—3:45 


6. HOW DID HE LOOK 
(Gladys Shelley) ASCAP—Spiral Rec. Corp.—4;59 


A Glenn Production, 157 W. 57th St. 
New York, NY 10019/212-265-6585 







RECORDS 


DAKOTA STATON 


SideTwo NO Man's Going 
Produced by Ben Arrigo 
® 1985 To Change Me Bross Townsend-Piano 
(m485gpds5027b) Dave Jackson-Bass 
All Rights Reserved Michael Carvin-Drums 
—Eng: Dave Cook 
GP Records Duplication of This Recording 
GPDS 5027 Stereo : Is Prohibited by Federal Law 





















1. WHAT’S GONNA HAPPEN TO ME 
(Kim Weston-Muchy Stevenson)—3:33 
2. DOIN’ THINGS FOR HER 
(Gladys Shelley) ASCAP—Spiral Rec. Corp.—3:50 
3. WILLOW WEEP FOR ME 
(Ann Ronell) ASCAP—Bourne Co.—4:40 
4. LOVE FOR SALE 
(Cole Porter) ASCAP—Warner Bros. Inc.—2:35 
5. NO MORE IN LIFE 
(Bill Dogett—Ace & Regina Adams) BMI—W & K Pub.—4:59 
6. | COULD HAVE TOLD YOU 
(Carl Sigman—Jimmy Van Heusen) 
ASCAP—Major Songs/Boca Music—3:40 


A Glenn Production, 157 W. 57th St. 
New York, NY 10019/212-265-6585 





















Manufactured & Dist. 
Worldwide by ALA Ent. STEREO 
4218 W. Jefferson Blvd. SIDE 1 


Los Angeles, CA 90016 


S-6500 ALA G-901 


























PRAISE HIM 
THE JULIUS BROCKINGTON ENSEMBLE 


1. PRAISE HIM (J. Brockington-J. Brown) 4:22 
Kiya Music (BM!) 
2. ALWAYS BE BY MY SIDE (Traditional) 5:48 


3. SINNER PRAYER (J. Brockington-J. Brown) 3:40 
Brown-Brock Music (BMI) 


4. GOING UP YONDER 2:25 
(W. Hawkins) Lexicon Music (ASCAP) 


®) © 1979 ALA Records 



























Manufactured & Dist. 
Worldwide by ALA Ent. STEREO 
4218 W. Jefferson Bivd. SIDE a 
Los Angeles, CA 90016 
$-6501 ALA G-901 


PRAISE HIM 
THE JULIUS BROCKINGTON ENSEMBLE 


1. LORD JESUS CHRIST 4:07 
2. IF IT’S HIS WILL 3:12 

3. GOD LOVES PEOPLE 4:00 
4. GOD’S GRACE 3:25 


5. DAY BY DAY 2:25 
All song written by J. Brockington- 
J. Brown and published by 
Brown-Brock Music (BMI) 


®) © 1979 ALA Records 
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| GEMA | Made in West German yl y q 2535 326 Bi | 


33 


Do OE PE EE ee ne ee a Ne ee a Be ee a 


Nikolai Rimsky-Korssakoff Hummelflug aus der Oper ,Das Marchen vom 
Zaren Saltan® - Dimitri Schostakowitsch Romanze aus der Musik zu dem 
Film ,.Die Pferdebremse™ - Zdenek Fibich Poeme nach ,,Ein Sommer- 
abend” op. 41,4 - Anton Dvorak Melodia nach ,,Zigeuner- 
melodien® op. 55,4 - Jewgenij Swetlanow Aria - Serge 
Prokofieff Walzer aus ,,.Krieg und Frieden“ op. 91 
Serge Rachmaninoff Vocalise nach op. 34 Nr. 14 
Anton Rubinstein Melodie in F op. 3 Nr. 1 
Bearb.: G. Feygin (1)/G. Saborow (2, 3, 6, 7, 8) 

G. Rozhdestwensky (4) 

Violin-Ensemble des Bolschoi-Theaters 
Dirigent: Julij Rejentowitsch 
® 1973 Polydor International 

~ GmbH 
Y N - 
" 3INiay 
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| 2538 235 S 2 § 2535 326 | STEREO 


Made in West Germany (a | 33 


Anton Dvorak 
(bearb.: G. Saborow) 


Streicherserenade E-dur op. 22 


1. Satz: Moderato 
2. Satz: Tempo di Valse 
3. Satz: Scherzo. Vivace 
4. Satz: Larghetto 
5. Satz: Vivace 
Violin-Ensemble des Bolschoi- Theaters 
Dirigent: Julij Rejentowitsch 
® 1973 Polydor International 
GmbH 
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AUDIO GENESIS INC. 


& 
O 
g 
©) 
& 
x 


AcIIoONAlCY SIDE 


STEREO | Dp 1980 
Wake Me When It’s Over 


The Exciting.Sounds Of The Lenny Wilson Quartet 


Music Box Dancer 
(Frank Mills) 2:52 
Guess Who | Saw Today 
(Grand & Boyd) 3:43 
Bags & ‘Trane 
(John Coltrane) 3:17 
Send In The Clowns 
(Stephen Sondheim) 4:16 
A Nightengale Sang In Berkley Square 
(Maschwitz & Sherwin) 4:46 





Xx 
e) 
© 
ra 
O 
& 
x 









NZ 
: /, 





AUDIO GENESIS INC. 


AGI IOO6B 


STEREO 
Wake Me When It's Over 


The Exciting Sounds Of The Lenny Wilson Quartet 


Hush-A-Bye 
(Taylor & Livingston) 3:03 
Dreamy 
(Errol Garner) 4:38 
You’ve Got A Friend 
(Carole ATS 32 
Wabhows lues 
(Duke Ellington) 3:20 
Blue Bossa 
(Kenny Dorham) 3:22 
New York, New York 
(Kander & Ebb) 3:06 

















YS 1531 
STEREO 


& SIDE 1 
| (CYS' 1531 AS) 


. HUELES A NOCHE DE AMOR 3:03 


Paco Revu eitas 


. CUANDO QUIERAS DONDE QUIERAS 3:22 


Alberto Salerno-C. Dammico- 


. AUNQUE TU NO LO CREAS 3:50 


. GITANA 3:13 


J.L. Art iteros-P. Herrero- 


NO DUDES Y YUELVE POR MI 3:37 


1.C. de Mingo-Pablo Ramirez- 


. TU PRIMERA VEZ 3:01 


Jose Rendon-Medina-Yoshio 


P) 1978 CBS Mexico 





YOSHIO 


le! (evs asa : SIDE 2 
& STEREO : (CYS: 1532/5) | 


. DEMASIADO TARDE 3:33 
-F. Navarro-Ramon Tore 

. EL SILENCIO HABLA POR LOS DOS 4:32 
-A. Jaen- 

. POR ESTE AMOR YO HE DADO TODO 3:24 
-Juan Eduardo- 

. PORQUE AUN TE AMO 3:09 
-Jorge Antonio Wong Lopez- 

. CUERPO SIN ALMA 4:48 
-R. Cocciante-A. Cosselli-M. Luberti- 


P) 1978 CBS Mexico 








REDMAN SUPER POWER 
VOL. 2 







1. OLD FRIENDS / Sanchez / (Adapted) 





‘*OHIBITED 












Q 
= 
2. CARRY NO GANJA / Clement Irie > 
12) 
3. COME AGAIN / Horace Andy Y 
4. DANGEROUS / Conroy Smith 






REDMAN SUPER FOWER 
VOL. 2 ) 




















1RLAIN & STRAIGHT / Dignitary Stylish 
\S.FE WE TIME NOW Flourgon 


3. DIBBY - DIBBY / Daddy Lizard 
4. GIVE LOVE A TRY. ace Andy 








8337-1-RB-A Side A 
BLUEBIRD SAMPLER 88 


1. THE PEARLS 
2. WHERE OR WHEN 
3. (WHEN YOU) SQUEEZE ME 
4. WHEN LIGHTS ARE LOW 
5. BODY AND SOUL 
6. RELAXIN’ AT THE TOURO 
7. CONCERTO FOR COOTIE 
8. LITTLE JAZZ 
1. Jelly Roll Morton 2. The Benny Goodman Trio 3. Fate Waller 
4. Lionel Hampton 5. Coleman Hawkins 6. Muggsy Spanier 
7. Duke Ellington 8. Artie Shaw and his Orchestra 
® 1988 BMG MUSIC 


















8337-1-RB-B g Side B 


BLUEBIRD SAMPLER 88 


1. ROCKIN’ CHAIR 
2. SOMEBODY LOVES ME 
3. CONCERTO FOR BILLY THE KID 
4. EVERY NIGHT 
5. JOY SPRING 
6. EARLY AUTUMN 
7. KING PORTER STOMP 
1. Louls Armstrong 2. Al Cohn-Zoot Sims 3. George Russell 
4. Joe Williams 5. Gil Evans 6. Woody Herman 7. Air 
® 1988 BMG MUSIC 
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It’s Not Alright (3:00) ey 
My Wings (2:58) 


I'll See You Inside (2:36) THE 
Here | Haven Meet (1:20) 7 

w/ the Crowd (0:31) “i 

What We Were Before (3:59) 

When the Leaves Change (3:21) 


Snap a G-String Jam (3:02) 
Then | Started Questioning (3:30) Lue @ Pik Boy 


All We 


s or 
©°85 Written by Reed Kendal 











Probably, of the Lights (3:42) 
Silver Stone (4:34) 

Routine & Horrifying (4:49) 
en zed (4:29) 

The Door Is Open (4:26) 









Liwe @ Pk Boy 
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Side 1 210.020 
210.020/A 





1. Surfin’ (Wilson/Love) Guild Music THE BEACH BOYS 2.14 
2. C’mon And Swim (Coman/Stewart) Clears Music BOBBY FREEMAN 2.45 
3. Little Honda (Wilson/Love) Irving Music THE HONDELLS 1.56 
4. Quicksand (Holland/Dozier/Holland) Stane Agate Music 
MARTHA REEVES 2.42 
5. Surfer Girl (Wilson) Guild Music THE BEACH BOYS 2.12 


» FROM KEY SEVEN MUSIC 
zs A product of MCS Ltd., 
Switzerland 
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6. Sunshine, Lollipops And Rainbows (Hamlisch/Liebling) Dy 
= Ch. H. Hansen Music LESLEY GORE 1.34 RS 
¢ ® 1982 PRODUCED UNDER LICENSE 


















SURFIN’ 


| 








Side 2 210.020 
210.020/B 


1. Do You Wanna Dance (Freeman) Clockus Music BOBBY FREEMAN 1.42 
2. Wipe Out (Berryhill/Wilson/Fuller) Robin Hood Music/ 
Miraleste Music THE SURFARIS 2.15 
3. Surfin’ Safary (Wilson/Love) Guild Music THE BEACH BOYS 1.59 
4. Little Town Flirt (Shannon/McKenzie) Vicki Music 
a DEL SHANNON 2.47 
S 5. Hula Love (Knox) Kahl Music BUDDY KNOX 2.26 Dy 
o 6. Surfin’ Bird (White/Frazier/Harris) Beechwaod Music os 
¢ THE TRASHMEN 2.16 A 
» ® 1982 PRODUCED UNDER LICENSE 
ee FROM KEY SEVEN MUSIC 
% A product of MCS Ltd., 
9 Switzerland 
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VHR-00-72-002 
STEREO SIDE A 


43 1/6. RPM 
1993 VIBBESUOH RECO 
cee oe MORDS PROD BY N PRINCE S VERNON 


R PENGELLY: 












[AM NOT A TOY 
(S. VERNON) 


oe 
1. LOVERS TOY 3:30 © 
2. WATER DUB TOY 3:27 


Exec Prod: ViBBESUOH: PROD ING: 
Recorded: & Mixed:at ViSBESUOR: Studio : 
Mig: & Dist VIBBESUOH: Records 
Fetx305): 623-9458 
Dist: by FEC PRODUCTION: ING: 
Fel: (305) 624-7515 = FaxiS05):624-407 1 
All Rights Reserved 
Unauthorized Copying; Reproduction: Hiring: Lending: 
Public: Performance: and:sroadcasting: Prohibited 





VHR-00- 72-002 j SIDE B 


STEREO : 33 1/3-R2PM 
© © 1993 VIBBESUOH REVGORDS PROD BYN PRINCE, S VERNON 


MIXEDBYN PRINCE = R PENGELLY 


















~ WOMAN / EASE IT UP 
(S. VERNON & M MERCER) 
JUICY V & CHAOS 

1 EASE UP WOMAN 441 

2. WOMAN MIX 4 37 


Exec Prod: VIBBESUOH: PROD: ING: 

Recorded & Mixed:at VIBBESUOH Studio = 

Mig.-& Dist VIBBESUOH Records 

Tet: (305) 623-9458: 

Dist by FEC PRODUC TION. ING 

Tel{305)624-7515> Fax: (305) 624-4041 

All Rights Reserved 
‘-Unauthonzed Copying, Reproduction. Hiring. Lending. 
Public: Performance.-and Broadcasting, Prohibited 
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Féatunng. These Hits 
You ll Never Know 
Ragtime Cowboy Joe 
The Grizzly Bear 
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By The Light 
of the-Silvery Moon 
aga many more! 
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RUTH RUBIN sings 
YIDDISH FOLK SONGS 


PR-INT-13019 
et |>) | a. + 
HIGH FIDELITY | e # 


1. SHVARTSE KARSHELECH RAYSN MIR 
2. MAYN YINGELE 


2 N 
6. BIN ICH MIR A SHNAYDERL 
7, IM TOYZNT ACHT HUNDERT NAYN- 
fp UN-NAYNTSIGSTEN YGR 
é % 8. FARVOS ZOL ZAYN MAYN 
C CHOSN A SOLDAT 
oO a 
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oe 3. YUGNT HYM 
Bc ene 4, ZAYT MIR GEZINT CHOVERTES ALE 
Vs """- 5, HOBER UN KORN 
0 


» yw 
Me “03 S. WASHINGT? 





PRESTIGE 


RUTH RUBIN sings 
YIDDISH FOLK SONGS 
PR-INT-13019 
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HIGH FIDELITY 
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6. OT AzOY WENT A SHNAYDER 
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- 
| : Beal lo ck ae Executive Producer: 

Dist. By W. Brown 
Tuff Gong > Produced & Arranged 
International | ee ) W. Brown 
Limited L. Minott 
SAUCES 1. WHATYOUWONTDO ~_——~Recorded & Mixed 
Garvey Dr. (ADAPTED) W. Brown 
Kgn. Mate ; SIYUTE L. Minott 
Ph: 92-39382i 2. SATISFACTION GUARANTEED Admiral Ken 

(L. MINOTT) 

SUGAR MINOTT Published by 

3. | PROMISE TO LOVE YOU WB Music 
(R. KENNEDY) (P) (C) 1992 
SUGARP 
4. CAN'T WAIT ANOTHER MINUTE 
(ADAPTED) 
Oy, SAILOR © 
Y> 5. VICTIM OF YOUR LOVE oy 
Op (B. REID) aot 
S&p . CANDY MAN Co 


COPY oF THIS WO 





220 Marcus 
Garvey Dr. 
Kgn. 11 

Ph: 92-39382%3 
















1. 


COPY oF THis WORT 


_—— - : 
aa — = Gua 


. — 


Dist. By REBPAE SO! pest a 


Tuff Gong —, 
International SIDE 2 ) 
Limited \ | 


KUNUMUNU 
(C. MASON) 
TUMPA LION 


NAME BRAN SONG 
(L. BROWN) 
LITTLE LEE 


PLASTIC DI LEAD 
(D. DRAKETT) 
LYRICAL 


RAMACON 
(R. GORDON) 
ROBBIE G. 


LOVING DADDY 
(T. THOMPSON) 
PAPA SAN 


Executive Producer: 

W. Brown 

Produced & Arranged 

W. Brown 

L. Minott 

Recorded & Mixed 
W. Brown 
L. Minott 
Admiral Ken 















Published by 
WB Music 
(P) (C) 1992 
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33 1/3 R. P.M. 
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LA PARRANDA DEL SIGLO 
— De Elba y Renny 






33 1/3 R. P.M. 







LA PARRANDA DEL SIGLO 
De Elba y Renny 


LONG PLAYING 


UNBREAKABLE i aken celci:fele\\s am -F-fere)-40) 
MADE IN ENGLAND 




















"WONDERFUL TOWN 


(Bernstein; Comden, Green) 
CHRISTOPHER STREET; OHIO; ONE HUNDRED EASY 
o. WAYS; WHAT A WASTE; A LITTLE} BIT IN LOVE; 

% | PASS THE FOOTBALL ; CONVERSATION PIECE. 
y 


© i 
g | 
% -ROSALIND RUSSELL, GEORGE GAYNES,' EDITH ra Pag’ 
%, ADAMS, DORT CLARK, JORDAN BENTLEY, » Co 4 

?4._ CRIS ALEXANDER, WARREN GALJOUR 
%y, with Orchestra and Chorus Directed by Rom | 

*cop, We ‘LEHMAN ENGEL — ow 


| 








ORK p. | 8 
i Reseavep “ UNAUTHORISED.” 
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 ROSALIND RUSSELL, GEORGE GAYNES, EDITH’ 
», ADAMS, DORT CLARK, CRIS ALEXANDER 
; ‘S 
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REG? © 


L 0 NG PLAYING 
UNBREAKABLE ahes. telcy {ele} / ae RECORD. 
ORE MAE IN ENGLAND 


ees 


6: | 





\ | careaee 





: ® : 


eee 


- WONDERFUL TOWN 


(Bernstein; Comden, Green) ws 
A QUIET GIRL: CONGA!; MY DARLIN’ EILEEN: 
SWING ! ; IT’S LOVE: BALLET AT FHE VILLAGE 
VORTEX; WRONG NOTE RAG 


S) 
liye with Orchestra and Chorus Directed by A 


LEHMAN ENGEL e 
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Co We 
Original Sound Track Music 4 
From The Paramount Motion Picture L 


7) 
BECKET %, 
A Hal Wallis Production v 


RICHARD BURTON 
PETER O’TOOLE 


DL 9117 gq sive | 
MG 9378 


Band 1. MAIN TITLE And KING HENRY’S ARRIVAL 
AT CANTERBURY CATHEDRAL (6:52-AS) 
Band 2. DAYS OF YOUTH (1:40-AS) 

Band 3. THE HUNT (2:44-AS) 

Band 4. GWENDOLEN (6:33) 


MUSIC COMPOSED BY 
LAURENCE ROSENTHAL 





Cou  MFR'D BY Depry top 
v 


cS Original Sound Track Music 
y From The Paramount Motion Picture 


BECKET 
A Hal Wallis Production 


RICHARD BURTON 
PETER O’TOOLE 


DL 9117 g sive 2 
MG 93796) 


Band 1. TRIUMPH IN FRANCE (3:24-AS) 

Band 2. CONSECRATION AT CANTERBURY (4:34-AS) 
Band 3. TRIAL AND ESCAPE TO THE COURT OF 
KING LOUIS (4:10-AS) 

Band 4. THE MEETING ON THE BEACH (2:26-AS) 
Band 5. BECKET’S MARTYRDOM (5:16-AS) 
Band 6. END TITLE (1:43-AS) 


MUSIC COMPOSED BY 
LAURENCE ROSENTHAL 
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THE FIRST THING 
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Biss R MASA (sds evi vee Tags ya i } Ni | 
Adverse City Records AGP ay 
-STEREOEP — 
33 1/3 RPM 


1. WOMAN TROUBLE 2:58 : 
(Todd A. Bleckley) Carrion Tunes Music, BMI 
2. MY OWN MAN 2:46 
(Todd A. Bleckley) Carrion Tunes Music, BMI 
3. THE FIRST THING 3:27 
(Todd A. Bleckley) Carrion Tunes Music, BMI 


Ny, ; 
iS ® 1989 Adverse City Records Qn 


| ny, 
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mes “5 PO Box 4114, ALLENTS 
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VULTU 


THE: PIRST THING 








Adverse City Records. 


STEREO EP 
33 1/3 RPM 


1.INA RED RIVER 3:19 
(Todd A. Bleckley) Carrion Tunes Music, BMI 
_ 2.IN YOUR ROOM 4:10 
(Todd A. Bleckley) Carrion Tunes Music, BMI 
3 3. THERE'S AHOLE 3:14 
(Todd A. Bleckley) Carrion Tunes Music, BMI 






® 1989 Adverse City Records we 
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A BELEW 
1. Wishful Thinking (W. Stewart) 
2. The One You Slip Around With 
(H. Howard-O. Charles) 
3. Love’s Been Good To Me 
(Belew-Blake-Stevenson) 


1G-507-A ¢ 33% RPM 


4. Three Cheers For The Red, White 
and Blue (C. Belew-D. Burges) 

5. Send Me The Pillow (You Dream On) 
(H. Locklin) 

6. Where Do I Go (When I Get To Where 
I’m Going) (C. Belew-B. Jennings) 





8 
HORU ME 


CARL BELEW 
1. Make Up Your Mind (And Say Yes) 
(C. Belew) 
2. Little Miss Heartache 
(C. Belew-T. Blake) 














7G-507-B ts 33% RPM 
3. Three Cheers For The Loser (C. Belew) 
4. Just Out Of Reach (V. F. Stewart) 
5. | Gotta Go Get My Baby 
(Rainwater-Adelman) 
6. You’re The Only Good Thing 


(J. Toombs) 
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oe BCH 33012 
. Nes oe a4 4 


sega th 


‘It's Here ‘Again Christmas Time 


2 > 
. ee 4, Is Here Again Christmas Time 3°17 - 2. Christmas Story 2'46 - = 

= ‘3. Oh Let Us All Adorn 2'14 - 4. Oh What A Wonderful bees 3°40 - _ 
& . eee Joseph’s Dream 4°47 | 


& 
peo 
The Johnny Thompson Singers eae 

All compositions by Johnny Thompson —i“‘(<i‘a‘i‘i‘“‘“‘i 

String-arrangements by Mickey Baker gS 


Co-published by Freddy J. ‘Angstmann/Bellver oS 
- = Produced by Mee J. ASwOaAN } 





33 UpM | 











Bh dito 
© DTI - Side 2 









| _ BCH 018 | ' 
\ 


It's Heres Asli Christmas Time. 


a 
1 Little: Baby 2'56 - 2. Hallelujah To His Name 2'40 - 3. Good Se 
~ “News 2'10 - 4. Christ Is Born 3'00 - SF 
- §. Glad Tidings 3'20. vs 


| | S 
, “The Johnny Thompson Sirigars z 
a ~All compositions by Johnny Bh ateduesyeya < 
. .. §tring-arrangements by Mickey Baker Sy 
Co-published by Freddy J. Angstmann/Bellver 


Produced by Freddy J. Angstmant 
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JERRY WALLACE 
(Mr. Smooth) 


NS YOU ALREADY 


Produced by: 
Gene Kennedy 















BMA-7-1001 
SIDE ONE 
1. OUT WICKENBURG WAY.) 2:44 
o Bw. (Jerry Wallace/Kevin Young) Jerry Wallace Music 
fr re Pub. (ASCAP) Ken Sheldon Music Pub. (ASCAP) 
WIG 2. | MISS YOU ALREADY 3:24 
XN Li (Jerry Wallace/Kevin Young) Jerry Wallace Music 
CRouE We Pub. (ASCAP Ken Sheldon Music Pub. (ASCAP) 


SAT THE END OF A RAINBOW 2218 
(Jimmy Krondes/Sid Jacobson) Criterion Music 


} Corp. (BMI) 
By 4. LOOKING FOR A MEMORY 2:25 &} 
% (Ray Pennington) Showbiz Music (BMI) nv 


% 5. MY LAST SAD SONG 2:28 
% (Ron Muir) Chip ‘'n'' Dale Music Pub. Inc. (ASCAP) «® 


Cp, 
"Aion, 
Group, Inc. 






JERRY WALLACE 
(Mr. Smooth) 


| MISS YOU ALREADY 
Produced by: 


Gene Kennedy BMA-7-1001 
SIDE TWO 




























We WEL LEVROUNAIS TS Yo) OMORROW.) 2:27 
(Frank Stanton/Suzanne Shingler) Edwin H. Morris 


OCR Me. & Co. Inc. (ASCAP) Chip ‘'n'' Dale Music Pub. 
#5 ie’ Inc. (ASCAP) 
Wit ' 2. WHY DON'T WE SLEEP ON IT 2:57 
ey (Ben Peters) Ben Peters Music Pub. (BMI) 
sto 3, NOW THAT SANDY'S GONE 32) 
(Jim Taylor) Chip ‘‘n'' Dale Music Pub. Inc. 
©) (ASCAP) 
Be le YOOMUEI RNS: COUNT Tiled: (RAUNT SIS le 
% (Jerry Wallace/Kevin Young) Jerry Wallace Music a5 
os Pub. (ASCAP) Ken Sheldon Music Pub. ASCAP xe 
Y 5. | BOUGHT THE HOUSE 2:58 i) 
o (Jerry Wallace/Kevin Young) Jerry Wallace 


Music Pub. (ASCAP) Ken Sheldon Music Pub 

“fy (ASCAP) 
"ale 

Foup, Inc. P. 
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CO ptr, “9 
CARL BUTLER and Pearl 

AVENUE OF PRAYER 


CS 9440 g : SIDE 1 
| XSM 116768 


1. THE DAY OF WRATH 
-M. Carter - E. J. Carter- 


2. JESUS -J. Campbell- 
3. ROMANS TEN AND NINE -W. Bailes - J. Bailes- i 


4 





S 4. JESUS IS THE ONE -L. Emerson- Y 
= 5. WATCH AND PRAY -F. Bailes- \N 
oO 6. PALE HORSE AND HIS RIDER J 
“OD, -J. Bailes - E. Staggs- 
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MELODIA/ U.RS.S. 
Serge RACHMANINOV 
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“ GRAVURE : 
saneny — UNIVERSELLE 
wk |e 


XWG 78539 A 





20°39 
. / } \ : 

PRELUDES Op. 23 pour piano. 
% 1. n° 1 en fa didse mineur ;: largo (3°51) 

% . 2, n° 2 en si Démol Majeur : maesgtose (3'25) 

%, 3. n° 4 en ré Majeur : andante cantabile (4°11) 
o 4. n° 5 en sol mineur : ata swarcia (3°44) 
‘Ge, 5. n° 7 en ut mineur ; allegro (2°23) 
" 6. n° 8 en Ia bémo! Majeur : aitegro vivace (3'05) 


Sviatoslav RICHTER 


“ s Sag 
pF AUTOR SATO 


en ae 


NLA DUPLICATION +A 


a 


 GRAVURE 
_UNIVERSELLE 


XWG 78539 B 
17'50 


LOX78539 4a » soar 


Made in France. 


- PRELUDES Op..32 pour piano 
1. n° ten ut Majeur : allegro vivace (1'11) 

2. n° 2 en si bémol mineur : aliegretto (3'01) 
3. n° 6 en fa mineur : allegro appasrionato (1'17) 
4. n° 7 en fa Majeur : moderato (2'10) 

5. n° 9 en la Majeur : allegro moderato (2'33) 
6. n° 10 en si mineur : lento (5'21) 

7. n° 12 en sol diése mineur : allegro (2'17) 


Sviatoslav RICHTER 


avon * 





Ans " 
AUF AUTORISATION LA DUPLICATION. “4 a 
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“STRINGS ON HIS FINGERS" 
THE ARTISTRY OF ERICH FERSTL 


Tarde Azul 
Manzanares 
Serenata Sevillana 
Guitarresque 
Tempeltanz 


Toros 
’ Noches 
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“STRINGS ON HIS FINGERS” — 
THE ARTISTRY OF ERICH FERSTL 


Filippo 

~ Blue Crinoline 
Crepuscule 

— Somnambula 
Medina 
elites 
My Drum 
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ee 
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SpigiigalMediey. . ao : : 
Greal Gettin, dd psMerning : 3 é | 
= “GdodeNews! —. ait : 
-ReachiOuiel 0, JdSus 
rf) NER tos 
AY Ping. Called Love 
ROWeRIch Tam, 
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SIDE ONE 


le Spiritual; Me diéys : 
GreatGettii ‘Up Mating 
Good News! 


Arr. Benson/Benson AseAp, 2307 


~2:-Reach Out To Jesus 
Catmichael/(Lexicon ASGAP 3:56 


“3.. HeiNever Sleeps 


PD. 4:24 » ote > 
4. A Thing Called:tove ‘ 


“Reed/.Vector BMI 2:31 
5. How Rich Am 


Peterson/Singspiration SESAC 1:53). 
6, Have Faith and Keep On. Movin’ 
lister/Lister*, SESAC ~ 1:41 
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* SIDEZTWO 
Te Talkin’ About the Lovet God 


Lister/ ister “SESAC 42:07. 
2. The'Way, The Truth, The Life: 


~Grind/Heart Warming BMI 2337, 
»3. Swing Low/Swing Down Chariot 


Arr. Benson/Benson ASCAP . 2359 
4. Hymn Medley: 
Must Jesus Bear The Cross Alone 
Shepherd-Allen/ PD rs 
Turn Your Eyes-Upon Jesus. 
Lemmel/Singspiration SESAC ~ 3:15 
Nearer My God To Thee 
Adams-Mason/ PD 
5:,A Song Was Born 
Mercer/Benson ASCAP 2:55 
6. Ill Follow The Sun 
Allen/Silverline BMI 1351 


Produced by Bob MacKenzie 

Recordi iguengineeraChuck Seitz 

Cover Concept and Photo/Grine New World 

Gover Layeut/McConnell — Studio 2 ? 
RECSrded at RCA “Studio A”, Nashville, Tennessee 


HEARE: WARMING/ IMEACE: 


136 4th Reonte Nav NoshviN@eTennegs oe 37219 

















This album has been market, tested to insure! your listening pleasure 


and enjoyment. The tests were conducted in an average middle-class 


home; including one dad, one mom, one high school junior — male; 


‘one junior high student — male; one seven year old girl; two pre-school 


boys and one cat, also male. (It is to be noted the family tested had a 


‘very high percentage of males, but they did not seem to dominate 


the household in any way.) 


Actual listener response by age grouping included a variety of 
comments.such as “neat”, “cool”, “in”, “groovy”, “turned on”, 

‘it’s a.gas”, by the teen-aged boys. The dad and mom, in their mid- 
thirties; used words like “beautiful”, “great”, “exciting”, and other 
terms-ffam the 40’s and 50’s. The seven year old girl actually made 
few comments but actively patted her foot and gave a snaggled tooth 
gtin on'several numbers. The pre-school boys were engaged in an 


argument oVer a tricycle and could not be polled: The cat said “meow”. 


Bn the bosistie sampling taken — six voting, two undecided — it can, 
be conservatively:said that this album will be greatly enjoyed by most 
of, the members of your hoUsehold. 


Customer Research Division 
Heart Warming/Impact Records 























_ | 
«. MICHAEL COONEY 


singer of old songs 














( , 





- 
_FR 








NT HALE 


BUTTERCUP JOE. (C#. Guitar in standard 
tuning, capo on first fret, playing in C positions.) 
This is a parody of an old English song in praise of 
Sussex farmers. (Made up by Sussex farmers.) This 
version I heard in a folk club at The Old Tiger's 
Head Pub in Lee Green, southeast of London, in 
May, 1968. I never got the singer's names, but it 
sure was a wonderful night. This is a favorite at our 
house, and seems too nice to be a parody. An 
oast-house is a building for drying hops. 

TROUBLE ON MY MIND. (Fretless banjo. Key 
of E, in G-tuning, three frets low. eBEF*B.) In 1962, 
when I was a dumb kid wandering around the 
West, where I grew up, Barbara Dane took me in 
tow for awhile. At her house I learned a lot about 
music and the world, learned what good food was, 
and met a lot of wonderful people. One was the 
fellow who taught me this song. I think it was Joe 
Bossom. (I only saw him once, and not again for 
10 years. He says he knew the song, he knew 
Barbara, and he lived in California then.) Good 
song, though makes me feel good to sing it 

CINDY. (Banjo and harmonica. Key of G. Banjo 
tuned gDGBD.) This is from the singing of Jim 
Griffith .. . licks shtik, and farfel. Jim lives in Tucson, 
Arizona, where | grew up, But I didn’t really meet 
him until I'd left home and come back for a visit. 
(It would have helped me a lot to have known him 
earlier.) | sometimes change the verses in this song, 
borrowing from that great store of verses common 
to many of the standard banjo tunes. (Old Joe 
Clark, Shady Grove, Modern Major-General, etc.) 

DIAMOND JOE. (Unaccompanied. Key of F.) 
I've liked this song for a long time, but usually sing 
it at home. It’s from the singing of Charlie Butler 
at the State Penitentiary, Parchman, Mississippi, 
1937. (If you want to hear the original, it’s on record 
AFS L4 from the Library of Congress.) 

WEEPING WILLOW. (CORRINA.) (Guitar, key 
of C, tuned 2 frets low, bass string 4 frets low, 
played in D positions.) I learned this partly from 
Guy Carawan, partly from Bess Hawes, and partly 
from myself. | heard Guy sing it first, then Bess 
taught it at Idlewild camp in California where | 
was visiting for a day. I learned it in C positions, 
but several years later was fooling around in D with 
it, and liked it better there. I tune the guitar down so 
I can still sing it in C. Most of the verses have been 
borrowed from other songs in the last 13 years, so 
it's really a mish-mash by now, and bears little 
resemblance to the one | first heard. 

MOLE IN THE GROUND. (Fretless banjo. Key 
of B. Banjo tuned f*BD#GB,) This is one of my 
absolute favorite songs. I used to feel sorry for this, 
because it was so unexciting. It doesn’t tell a story, 
it doesn't have any heavy message, it just lies there. 
(I've always been a heawy rooter for the underdog.) 
But this song is just plain good the tune is nice, 
and the words are poetry. Each verse makes its 
own image, its own little painting. (John Cohen, one 
of the best city performers of old-timey music ever, 
calls this “Tennessee Haiku”.) The song is from the 
singing of the late Bascomb Lamar Lunsford of 
Ashville, North Carolina and can be heard on one 
or more of his records, including Folkways 10" 
LP FA 2040, Smokey Mountain Ballads. | first 
heard it sung by Forest Meader (from Maine) back 
in 1962 in Tucson, Arizona. Fo did it more slowly 
than Lunsford, and the way I do it is my impres: 
sion of the way Fo did it. By the way, as quiet as 
this song is, it’s not without power, (a lot of frustra- 
tion in that first verse), and violence. How come 
there are so many songs with stray verses malign 
ing railroad men? 

CECILIA. (Guitar, key of G.) This is not a folk 
song. My father, in his younger days, made a living 
playing table-to-table in restaurants. He played 
4-string guitar, my uncle played violin, and they 
called themselves The Vagabond Kings. His shtik 








was knowing every song requested of him, Later he 
went into radio and did “voice-overs” for actors 
who couldn't sing. | have some of my father’s old 
sheet music, and have enjoyed singing a few of the 
old popular songs for a long time. Cecilia | learned 
from Lena Spencer, the wonderful woman who 
owns and operates The Caffe Lena, in Saratoga 
Springs, New York. I'd like to thank my tap-dancer, 
Heidi Calliope, for making the supreme sacrifice 
when she fell into the orchestra-pit halfway through 
her routine during the instrumental break. 


SIDE TWO 

SONG-STORY INVOLVING PARSON 
BROWN. (Unaccompanied.) I've heard that this 
is quite wide-spread in the western world. I think 
it embarasses a lot of my audiences, but I’m crazy 
about it. Norman Kennedy, (the best Scottish singer 
I ever heard, and possibly the finest weaver in 
America . . . he can do anything from tan hides 
to make brandy, and I wish he lived next door... 
sigh), does a version in which the lad says, “I can’t 
come to church, I haven't anything decent to wear,” 
and the Parson says, “I'll buy you a new suit,” and 
the boy says, “But I haven't any money to put in 
the collection box,” etc. | heard this one in a huge, 
jam-packed, steamy tent on a hillside in Germany 
in June, 1968. It was at the Burg Waldeck Folk 
Festival, which of course, had been rained upon 
for a couple of days. We had to cross a sea of mud 
to get to the tent, which was calf-deep in straw and 
neck-deep in rhetoric. (There were a lot of Ger- 
many’s_ better-known singer-songwriters _ there, 
and when one of them sang a song, people would 
line up next to the stage to answer his points . . 
very democratic there.) Then, in a strange juxta- 
position, a song-swap between London's Terry 
Gould, and Tyneside’s Bob Davenport, who did 
this song-story. Terry knew quite a lot of German, 
and did a good job of translating as he went. Bob 
knew almost none, and didn’t bother to. try. 
Everybody loved ‘em both. 

GREENLAND WHALE FISHERS. (Concertina. 
Key of F.) This is a sad song. The words are from 
the version most common in the American folk 
scene, which may be found in Reprints From Sing 
Out! Volume 1, and in Songs of American Sailor- 
men, by Joanna C. Colcord, both of which are 
published by Oak Publications, New York. The 
tune is my impression of what I heard Lou Killen 
sing once about seven years ago. I remember it 
being a stately tune, but I've probably over- 
statlied it in my enthusiasm. Other versions of this 
song, called variously, The Whale, Greenland, 
Greenland Whale, The Whale Fishers, refer to a 
specific ship, (The Lion), and Captain, (Speedi- 
cutt, Stevens), There’s a lot about this in Gale 
Huntington's Songs the Whalemen Sang, a really 
good book all around, published in paperback by 
Dover (NY), in which we find that on the American 
ships, the captain usually went out in a boat after 
the whales also 

IN THE JAILHOUSE NOW. (Guitar. Key of C%. 
Standard tuning, capo on first fret.) In California 
in the early 60's I met a happy-go-lucky student 
at Pomona College, Ron Lesser, who was trying 
to work this out on guitar. He showed me what he 
was up to, and I learned it. But it wasn’t until one 
snowy January recently when I heard John Roberts 
fooling around with it while watching the Super- 
Bowl that I actually got inspired to learn the words 
and do the song. And while learning it, | realized 
what a powerful song it is, underneath all the good 
time-ragtime feeling on the surface, 

One of the great things about folksongs is that 
they are like time machines, little windows on the 
past, musical hellos from a byegone era. This song 
speaks volumes about life in the rural (black) South 
in the twenties. It was quite a well-known song, 
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Yecorded by the incredible ragtime and blues guitar 


player, Blind Blake in Chicago in 1927, and was 
picked up at some time by Jimmie Rogers, one of 
the first nationally popular singers of “country 
music.” Rogers’ version was heavily re-written, and 
a lot of the powerful imagery taken out 

My version is (well, sort of) from the singing of 
the late Pink Anderson, of Spartensburg, South 
Carolina, who seems to have taken from both 
Blake and Rogers, but Anderson's version is’ far 
better than both of theirs. He (or somebody) has 
changed Blake's, “I went into town last Friday,” to 
“IT walked into town last Friday,” painting a very 
different cultural picture. Similarly, Pink sings, 
“I remember last election, all the white folks were 
in action, trying to get themselves a president.” 
Blake sang, “Everybody was in action,” but Pink 
Anderson captured what was probably an almost 
universal feeling of, “Why bother with something 
in which we can't really hope to participate?” 
Strong stuff hidden away in these songs, folks. 
(P.S. ... Anderson and Blake sang “She’s in the 
graveyard now.” | do too now, but when I recorded 
this | couldn't bring myself to shoot her . . . ) 

THE MAN IN THE MASK. (Guitar, key of D.) 
Another of Malvina Reynold’s great songs. I learned 
this a few years back, and thought it would lose 
it's topicality after the water-bug left in shame, but 
now I see that the song is more true than | had 
thought. 

NINE MILES FROM GUNDAGAI. (Concertina, 
key of G.) When I first heard this song, it didn’t 
make much sense. | heard it on an obscure 45rpm 
record in the awe-inspiring basement of Dr. Ken- 
neth Goldstein, B.S., M.S., PhD., B.T.E., L.S.M.FT., 
Folklorist Extrordinaire, and Philadelphia’s Chief 
Newfie, who has done more for folk music than 
Charles Seeger, and that’s saying something. The 
song was done by the Australian equivalent of a 
washtub band, and they sang, “The dog sat in 
the tucker-box.” It wasn’t until a couple of years 
later, reading an article in Australian Tradition, 
that I got a hint of what it was all about. The 
“tucker-box” by the way, is where the Australian 
wagon-driver keeps his belongings, just as the 
swagman in Waltzing Matilda kept his things in a 
“tucker-bag.” I especially like this song because 
it seems so real. Not romantic, not written for stage 
ha-ha, but of what was probably a very real experi- 
ence, and it is all the more funny for it. I read that 
someone erected a monument to the dog out there 
in Australia’s outback somewhere 

BEEN ALL AROUND THIS WORLD. (Fretless 
banjo, key of A. Tuned eAEAC#. C-tuning, three 
frets low.) I can't remember who | heard do this 
first, but when I wanted to learn it, | found it on 
one of Mike Seeger’s albums. Mike does it with 
guitar and harmonica, and it’s beautiful. Mike 
Seeger is a constant inspiration, and the debt we 
owe him won't be realized for a long time 

THYME. (Guitar, key of C. Tuned the same 
as in Weeping Willow.) There are a lot of British 
songs involving flower symbolism, and sometimes 
it's quite elaborate. If we don't know what the flowers 
represent, then we can't really know what's going 
on in the song. This one is fairly simple. Thyme 
represents maidenhood, and the rose represents 
love. This is one version of a very large family of 
songs, and for a warning to young ladies it doesn’t 
sound very remorseful, but it’s the one that attracted 
me the most. I first heard it sung by Robin Drans 
field, who had a loose group called the Greasy 
City Skillet-Lickers with his brother Bary and | 
think somebody else in Yorkshire in 1968. The 
way Robin sang it, it sounded Scottish, but I don’t 
know where he got it 
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Michael Cooney is probably the best known 
unknown musician in the country. You may have 
heard him at major concerts and festivals in 
America, England, or Europe. Or maybe on tele- 
casts of the Philadelphia Folk Festival. Perhaps 
on Sesame Street. Possibly in a small coffee house 
almost anywhere from coast to coast and then 
some. Michael places great importance on music 
as an ongoing, real-time part of our lives. He finds 
great pleasure in sharing a new song, in telling a 
funny story, or in helping you feel the sadness, 
mystery, frustration, or joy that comes to life when 
he sings. It’s that part of Michael, that smile in his 
voice, that I hope you'll hear on this record, his 
first since his Folk Legacy LP (FSI-35) of 1968. 


Bill Spence, January 1976 
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SIDE ONE 23:00 


1. Buttercup Joe” 2:30 
2. Trouble on My Mind” 1:47 
3. Cindy” 3:35 
4. Diamond Joe* 1:49 
5. Weeping Willow (Corrina) 6:40 
6. Mole in the Ground* 3:36 
7. Cecilia (Ruby, Dreyer. ASCAP) 3:03 
SIDE TWO 21:34 

1. Song-Story Involving Parson Brown* 2:00 
2. Greenland Whale Fishers” 4.00 
3. In The Jailhouse Now” 3:45 
4. Man in the Mask 2:23 

(Malvina Reynolds, Schroder Music Co. ASCAP) 

5. Nine Miles From Gundagai* 2:23 
6. Been All Around This World” 3:06 
7. Thyme’ 3:57 


“Arrangements of all traditional songs on 
this record have been copyrighted by 
Michael Cooney to enable the “author” 
royalties to be donated to the Folksong 
Archives at the Library of Congress. 


Michael Cooney: Vocals, 6-string guitar, 5-string banjo, fretless 
banjo, concertina, and harmonica 


Produced by Michael Cooney and Bill Spence 
Recorded by Bill Spence 

Disc mastered by Generation Sound 

Album front design by Jon Henry 

Album printed by Mountainside Press Inc 
Photo by Armen Kachaturian 
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OTHER FRONT HALL RECORDS 


FHR-O1 THE HAMMERED DULCIMER 
Bill Spence with Fennig's All-Star String Band 
FHR-02 THE DILDINE FAMILY 
FHR-03 SWINGING ON A GATE 
Dudley Laufman and the Canterbury Orchestra 
FHR-04 MELLOW WITH ALE FROM THE HORN 
John Roberts and Tony Barrand 
FHR-05 SATURDAY NIGHT IN THE PROVINCES 
Fennig’s All-Star String Band 
FHR-06 BRIGHT SHINING MORNING 
Lou and Sally Killen 
FHR-08 ALISTAIR ANDERSON. Traditional tunes on concertina 
and Northumbrian smallpipes. 


Recorded August 1975 by the Bottom Forty Recording Com- 
pany at the Eldron Fennig Folk Museum of American Ephemera 
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than academics care to admit. Two very 


The Boys of the Lough play traditional 
music and songs from Ireland, Scotland 
and Shetland. In 1972 they became the 
first group playing traditional music on a 
professional basis. Others have come and 
gone but they go on, still in the vein of the 
rising popularity of traditional music and 
song, which they have helped to create 
and sustain 

With this, their fifth album, they reaffirm 
their loyalty and love for traditional music 
This, and the superb quality of the music 
they make, have made Cathal McConnell 
and Robin Morton, two Irishmen, Aly 
Bain, a Shetlander, and Dave Richardson, 
from Northumberland, welcome all over 
Europe and the American continent 

On a couple of tracks they are joined by 
Finlay MacNeill playing Highland pipes 
Finlay, who is also a fine Gaelic singer, 
has toured with the Boys and it was then 
that the possibility of using him on the 
album was discussed 

For those of a curious nature, the title 
tune refers to Finlay’s finger. This was 
broken in an “unlucky incident” just when 
he was about to record the tracks 
However, every cloud has a doubtful silver 
lining! At least Cathal has a name for his 
newly composed reel and the title 
naturally fell on the album. 


SIDE A 


1. Lady Anne Montgomery / The 
Highland Man that Kissed His Grannie 
O'Connor Donn'’s. (Traditional reels) 
arranged by D. Richardson, 

C. McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

The first reel, a beautiful one, has been 
in Tommy Gunn's family for generations 
Tommy, a fiddler from Derrylin, Co. 
Fermanagh, gave it and many other tunes 
to Cathal. The second came from 
Donegal man Tommy Peoples, another 
who has swapped tunes with Cathal. Of 
Scottish origin, it can be found in Kerr’s 
Collection (Vol. 1), where the subject of 
the amorous highlander’s attention is his 
mother. O'Connor Donn’s reel is a job of 
reconstruction; Cathal heard it on a 
cylinder recording of the Galway piper 
Martin O'Reilly, who died in a poorhouse 
in the early years of this century, ignored 


Produced by The Boys of the Lough for 
Gilderoy Productions 

Engineered by Michael Couture for Earth 
Audio Techniques, North Ferrisburg, 
Vermont, except A.4 & B.2 by Calum 
Malcolm, Castle Sound Studios, 
Edinburgh 

Designed by Margot Zalkind:Schur 
Cover Art by Edward Epstein 

Photos by Erik Borg 

MADE IN U.S.A 

Library of Congress Catalog Number 
76 750823 

@®)/ ©1976 Philo Records, Inc 


This and other Philo albums are available 
at your local record store. Please write for 
our free catalog: Philo Records, The Barn, 
N. Ferrisburg, Vt. 05473 

Many thanks to Finlay MacNeill and Gilles 
Losier for their fine contributions 


by the dilettantes who only a few years 
before had “rediscovered” him. The 
recording was so worn that Cathal could 
only guess at the tune, so this is what he 
thinks it might have been. 


2. The Greenland Man’s Tune / Da 
Forefit 0’ Da Ship / Heave and Go. 
(Traditional Shetland tunes) arranged by 
D. Richardson, C. McConnell, A. Bain, 
and R. Morton, Gilderoy Music-BMI 
These tunes mirror two of the basic 
influences in Shetland music and culture 
in general. Their titles make obvious the 
pervasive importance of the sea to an 
island people. On a musical level, there is 
a very Scandinavian feel about the tunes, 
If you had to pin it down, there are 
“strange” notes and unusual rhythms, but 
as usual words do not do justice to what 
the ear hears 


3. O'Reilly from the County Cavan (A 
traditional song) arranged by D. Richard: 
son, C. McConnell, A. Bain, and R 
Morton. Gilderoy Music-BMI 

Robin had this song from the late John 
Maguire of Roslea. However, here he uses 
the air of a Scottish tinker version, (see 
Tocher 18, pp. 66) a Gaelic tune from the 
Western Isles, “No Run Geal Dileas.” 
With such an accommodating first line — 
“When first I came to County Cavan 

— it is not surprising that the song takes 
many geographical locations. So, in the 
Scottish version, Inverness-shire is the 
place, and in the Irish, Leitrim and Kerry 
can be found in place of Cavan. 


4. Colonel Robertson (A march) by L 
Beaton, Paterson Music, 

The Atholl Highlanders (A traditional 
march) arranged by D. Richardson, C. 
McConnell, A Bain, and R. Morton. 
Gilderoy Music-BMI 

Finlay’s finger finally mended and at the 
first opportunity we recorded the two 
tracks, two favorite six-eight marches. 
The first is dedicated to a Colonel of a 
battalion of the Canadian Army, The 
Toronto Highlanders, and the second to 
the private army of the Duke of Atholl 
This is the last private army still existing 
in these islands, as, at least on a token 
level, it continues to operate 


Discography 

Leader Trailer 2086 
Rounder Records 3006 
Philo Records 1026 
Philo Records 1031 
Philo Records 1042 
Philo Records 2019 
Philo Records 2021 


Second Album 


Live at Passim 


5. The Shamrock Shore (A traditional 
ong) arranged by D. Richardson, C. 
McConnell, A. Bain, and R. Morton 
Gilderoy Music-BMI 

An emigration song, of which there are 
many variants, Cathal has this one from 
Kevin Mitchell, a fine singer from Derry 
now living in Glasgow. The tune is the 
same as that which carries the Gaelic 
song from Donegal, “Gleanntain Ghlas 
Ghaoth Dobhair” (The Green Glens of 
Gweedore). 


6. Da Sixereen (A hornpipe) by T. 
Anderson, T. Anderson Music/ 
Gordon's Favourite (A reel) by R. Cooper, 
Shetland Music 

A couple of tunes which answer those 
who see the traditional as moribund. Both 
were written by Shetland friends of ours. 
The hornpipe took its name from the six. 
oared fishing boats of those islands, and 
was composed by Tom Anderson, a 
fiddler and teacher. The reel is from the 
pen of Ronnie Cooper, whose tunes are 
especially suited to piano support, as he 
himself is a pianist and piano accordionist. 
So when Gilles Losier, a musician friend 
from French-Canada, came to visit us at 
Earth Audio Teachniques, we took 
advantage of his presence. Not that he 
objected — we had only to drop a hint, 
and in ten minutes he had tuned the 
piano and was in the driver’s seat. 


SIDE B 


1, The Lament for Limerick (A traditional 
slow air) arranged by D. Richardson, 

C. McConnell, A. Bain, and R. Morton 
Gilderoy Music-BMI 

The title track of our last album was 
“Lochaber No More,” which has a 
common origin with this Irish tune; which 
came first is not so obvious. However, the 
weight of evidence seems to lie with the 
Scots claim, in spite ‘of O'Neill’s strong 
argument that both came from a tune 
written by Myles O’Reilly, the 17th 
century Cavan harper (see “Irish Folk 
Music,” pp. 180-181). No matter; in the 
final analysis, both stand proudly in their 
own right. 


The Boys of the Lough 


Lochaber No More 

The Piper's Broken Finger 

Shetland Fiddle w Aly Bain & Tom Anderson 
An Irish Jubilee w Robin Morton & 


Cathal McConnell 





2, Millbank Cottage (A march) by 

W. R. Drumbeck, Mozart Allan Music / 
Sandy Duff (A traditional reel) arranged 
by D. Richardson, C. McConnell, A. Bain, 
and R. Morton. Gilderoy Music-BMI 

The Ale is Dear (A traditional reel) 
arranged by D. Richardson, C. 
McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

Finlay’s pipes lead us into this set. The 
first is a fine two-four march favoured at 
piping competitions. Sandy Duff is a reel 
which went to Ireland and became a great 
favourite under the name of the High Reel 
Nothing is known about the last reel 
except that the ale has always been dear 
— but we still buy it 


3. The West of Ireland (A traditional 
song) arranged by D. Richardson, C 
McConnell, A. Bain, and R. Morton 
Gilderoy Music-BMI 

Cathal learned this from two brothers, 
Seamus and Packie O’Brien, from 
Derrylin, Co. Fermanagh. Apart from the 
fact that it seems to be from that area, 
little is known about it 


4. Johnny Will You Marry Me (A tradi 
tional fling) arranged by D. Richardson, 
C. McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI 

In Scotland this tune is played as a 
strathspey and used for dancing the 
Scottische and the Highland Fling. Its 
proper name is “The Braes of Mar.” In 
Ireland, however, it is “straightened out,” 
as is often the case with strathspeys. It is 
particularly popular in the West for a 
dance called “the fling.” Cathal has 
known the tune for years, but was only 
recently reminded of it by Rita Keane, one 
of the well-known singing sisters of Co. 
Galway. 


5. The Rushes Green (A traditional song) 
arranged by D. Richardson, 

C. McConnell, A. Bain, and R. Morton 
Gilderoy Music-BMI 

The Keane sisters, Sarah and Rita, sing a 
lot of their songs in unison, a practice 
which seems more common in Ireland 
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different voices blending and turning with 
each other produces a tension which gives 
a new dimension to a song. Robin and 
Cathal continue the tradition with a song 
that Cathal has from John McManus of 
Derrylin, who in turn had it from his 
mother. It seems fairly common in 
Fermanagh, though with different tunes, 
and has been found in England and on the 
American continent. Its possible origin is 
the Gaelic song “Binsin Luaichne” (The 
Bunch of Rushes) which has the same 
story line. We wonder whether the 
Rushes Green may contain a fairly 
straightforward sexual metaphor? 


6. The Torn Petticoat ( A traditional reel) 
arranged by D. Richardson, C 
McConnell, A. Bain, and R. Morton. 
Gilderoy Music-BMI / 

The Piper’s Broken Finger (A reel) by 

C. McConnell. Gilderoy Music-BMI / 
The Humours of Ballyconnell (A tradi- 
tional reel) arranged by D. Richardson, 
C. McConnell, A. Bain, and R. Morton 
Gilderoy Music-BMI 

Three hard-driving reels. The first is a 
fairly common tune from County Clare 
The second was composed by Cathal 
(hopefully the first of many) so naturally 
it is a good rolling flute tune. We have 
already explained how it got its name. 
Finlay MacNeill’s C-finger must be the 
first to have a tune named in its honor! 
The Humours of Ballyconnell is the local 
Fermanagh name for a reel more general- 
ly known as “Captain Rock.” Cathal’s 
tune fits as snugly and naturally between 
these two tunes as it does into the 
tradition 


7. The Old Favourite / Bobby Gardiner’s 
dig (Traditional jigs) arranged by D 
Richardson, C. McConnell, A. Bain, and 
R. Morton. Gilderoy Music-BMI 

Two more fine Clare jigs. Cathal learned 
the first from Tony Smith, a fiddler from 
that County. The second he recently 
learned from Bobby Gardiner, an 
accordion player, also from Clare. As we 
had no other name for it we followed 
convention and called it after our source 
Thank you, Bobby. 


—Robin Morton 





Philo Records encourages the artist 
to assume full creative control of his or | 


her album. This record is as 
conceived of by the artist 
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REAL RELAXATION 


A PRIME KEY TO 6000 HEALTH 


33-1/3 RPM GOL RECORDS 


SIDE ONE: DAYTIME RELAXATION, WITH A 
WAKE UP SEQUENCE. 


This record was made at the request of my Yoga students, 
who felt that the Relaxation Technique used in my class was 
extremely helpful in learning to relax deeply and completely. 


A prime key to good health and well being is the ability to 
achieve real and deep relaxation. People working under severe 
tension and pressure can only cope successfully, without ruin- 
ing their health, if they know how to relax. Few people are 
gifted with this ability naturally. Most of us must LEARN 
how to relax. 


Real Relaxation is a physiological state that gives the body 
a chance to slow down and recuperate. It is quite different 
from our usual conception of relaxation, the state achieved by 
reading a book, playing a game of tennis, or even stretching 
out watching T.V. That is not Real Relaxation, but diversion. 
You will feel just as tired and fatigued after diversion as you 
did before it. The reason is that the physiological state of the 
body has not really changed; the muscles are still full of ten- 
sion, the mind is going at a great pace, the blood pressure is 
galloping along, and the nerves that carry messages to and 
from the brain are still in a state of activity. 


In Real Relaxation you teach your body and your mind to 
let go of their dangerous (and sometimes killing) tension, to 
release all conscious contraction of the muscles: YOU JUST 
LIE DOWN AND FOLLOW THE DIRECTIONS. You will be 
amazed at the depth of relaxation, even the first time you try 
it. Your body (that magnificent machine) will have a chance 
to recharge. When you are finished, your body and your mind 
will be refreshed; you will be calmer, able to think more 
clearly, and have renewed energy to carry on. 


I call Real Relaxation the wise man’s tranquilizer. To be 
able to calm oneself, to allow the body to slow down, to 
slow the heart beat, to help lower the blood pressure, to 
relax tense and tired muscles and thereby give the nerves a 
chance to rest - to do all this by yourself and naturally, with- 
out harmful drugs, is surely the wise man’s way! 


SIDE TWO: BEDTIME RELAXATION 


It is also the healthy man’s sleeping pill. It produces no 
drug hangover or side effects, which are just other traumatic 
agents to your body, but helps promote a deep and sound 
sleep when practiced at bedtime. 


There is also a beauty benefit to Real Relaxation. It relaxes 
the muscles of the face, easing tension and fatigue lines. Look 
at yourself in the mirror when you have finished; see how 
much more beautiful your face is when it is relaxed! 


Tension eats away at all of us in this jet age of instant 
everything. The high-pressured executive, the hurried house- 
wife, the fatigued laborer, the over-burdened student, all 
need this skill — the ability to achieve real and deep relax- 
ation, in order to survive happily and function at a high 
level of efficiency. 


As you acquire the ability to relax, you “learn” your body. 
You will then be able to sense tension and immediately relax 
it. You will help yourself to prevent. the diseases associated 
with tension, and help increase your chances for health and 
happiness. 


Real Relaxation is not the only important and necessary 
key to good health. Your diet, your posture, your exercise, 
your breathing, and the state of your mind are the other keys. 
But at least start here. Give yourself and those you love this 
gift. All can learn the satisfying achievement of real and deep 
relaxation by practicing with this record. 


About the Author: 

Gladys Ruth Kanter, better known as Gol, is a graduate Public Health 
Nurse, who studied at St. Vincent’s Hospital, N.Y., then received her 
B.S. in Public Health from Boston University. She is a Yoga teacher 
who studied with Amrit Desi and Marcia Moore. She is a teacher of 
Creative Movement after the Mettler Method, having studied with Pat 
Sonen, Norma Canner, and others. She has also studied Dance Therapy 
with Marion Chase, and Psycho-motor Therapy with Al Peso, This ex- 
perience has been integrated into her Relaxation Technique. 

She is, finally, the wife of a Ph.D. in Applied Math., and the mother 
of five girls, ranging in age from ten to eighteen. 


NOTE: TO OBTAIN THE MOST BENEFIT FROM THIS RECORD, BE SURE NOT TO STRAIN, GRUNT, OR HOLD YOUR 
BREATH AT ANY TIME DURING YOUR PRACTICE. 


GOL RECORDS, BOX 371, LEXINGTON, MASSACHUSETTS 02173 


Cover by E.R. Freniere 
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SIDE ONE 
CLOSE ENCOUNTERS OF THE THIRD KIND* 4:18 
(John Williams) 
Voice Intro by Michael Phillips 
Gold Horizon Music/BMI 
From the Columbia Picture 
A Phillips Production A Steven Spielberg Film 
Theme from “STAR TREK”* 3:22 
(Alexander Courage) 

Bruin Music Company 
MOONGLOW 5:04 
(Hudson-DeLange-Mills)t 
and LOVE THEME (George Duning) 
ASCAP 
DANCIN’ IN THE SKY* 4:50 
(Gene Page) 

Summertree Music/ASCAP 


SIDE TWO 
1 FEEL LIKE I’VE BEEN LIVIN’ (ON THE DARK SIDE OF THE MOON) 4:45 
(Ronald Baker) 
Burma East/BMI 
Rhythm Arrangement by McKinley Jackson 
BEYOND THE HOLE IN SPACE* 3:28 
(Gene Page) 
Summertree Music/ASCAP 
WHEN YOU WISH UPON A STAR 3:47 
(Washington-Harline) 
Bourne/ASCAP 
SHO’ LIKE TO RIDE ON YOUR STAR*; 3:43 
(LaMont Dozier-Gene Page) 
Gold Horizon Music Corp./BMI 
Golden Torch Music Corp./ASCAP 
Rhythm Arrangement by Sonny Burke 
Horn Arrangement by Curt Berg 
SATURN} 4:45 
(Stevie Wonder-Michael Sembello) 
Black Bull Music/ASCAP 
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GENE PAGE 
CLOSE ENCOUNTERS 
Produced by BILLY PAGE and GENE PAGE 
Dedicated to MAIBELL 


Music Coordinator: Brendan Cahill 


Production Coordinated by Olivia Page 
“Close Encounters of the Third Kind” & “When You Wish Upon A Star’ 
Engineered by Howard Steele 
2nd Engineer: Gabe Veltri 
Recorded at Studio 55 
Engineer: Sye Mitchell 
Recorded at Filmways/Heider 
2nd Engineer: Chris McNary 
Remixed at Sunset Sound 
2nd Engineer: Jim Isaacson 
Mastered by Brian Gardner for Allen Zentz Mastering 
Assistant to the Producers: Sara Page 
Music Preparation: George Annis/The Music Suite 
Management: Greif/Garris 
Drums: Eddie Greene 
Bass: Wilton Felder (Courtesy of Crusader Productions) 
Scott Edwards 
Keyboards: Sylvester Rivers 
Gene Page 
Guitars: Tim May 
David T. Walker (Courtesy of A&M Records) 

Wah Wah Watson (Courtesy of Columbia Records) 
Percussion: Jack Ashford (Courtesy of Magic Disc Records) 
Gary Coleman 
Paulinho da Costa (Courtesy of Pablo Records) 
Concert Master: Harry Bluestone 
Sax Solo on ‘Moonglow” by Ernie Watts 
Synthesizer Programmer: Michael Boddicker (Courtesy of A&M Records) 
Solos by Greg Phillinganes + (Courtesy of Wonderlove) 
Soloist: Michael Boddicker* 

Singers: Jim Gilstrap, John Lehman, Zebara Turnbugh 
A Deep Bow to John Williams 


Very Special Thanks to Michael Phillips, Richard Berres, 
Leslie Greif And Clive Davis. 
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Vive nos Canadiens 
Letranger a ma place 
Tu feras mon bonheur 
La priere dun vieillard 
Ce suis heureuse ce scir 
Bonjour tridteddse 
(eyrrr le soleil dit bonjour aux montagnes 
Dnavitation a ton mariage 
ce oaio, Ge comprendo 
Docercpuct mao tu quitte~ | 
Troubadour tyrolien 


-Wne chanson de chez - ma 


Production & Arrangements Musicaux: Dougie Trineer 
UsWelcore Vii ake M5 (@)2) 0) 5|=030) 51D. ya elP) 












SIDE 1 















2:33 
ASCAP 


ALONE 
(Freed Brown) 





Robbins Music 











2:41 
BMI 


MY SUMMER LOVE 
(Hilliard-Garson) 





Rosewood Music 
















WONDERFUL! WONDERFUL! 3:01 
(Raleigh-Edwards) E.B. Marks BMI 









2:37 
ASCAP 


THAT OLD BLACK MAGIC 
(Arlen-Mercer) 





Famous Music 













2:14 
Cameo-Parkway Pub. BMI 


LET'S MAKE LOVE TONIGHT 
(Straigis-Jackson-Williams) 










2:05 
ASCAP 


GOODNIGHT MY LOVE 


(Gordon-Rebvel) Robbins Music 











SIDE 2 








2:18 
Cameo-Parkway Pub. BMI 






SO MUCH IN LOVE 
(Jackson-Straigis-Williams) 






2:22 
Cameo-Parkway Pub. BMI 


YOU ASKED ME TO BE YOURS 
(Straigis-Jackson-Williams) 















2:30 
Empress Music ASCAP 


THE TWELFTH OF NEVER 
(Webster-Livingston) 










WAY BEYOND TODAY 2:25 
(Roy Straigis) Malverne Music ASCAP 












2:40 
ASCAP 


SUMMER DAY 


(Kalmann) Kalmann Music 











2:18 
ASCAP 


AUTUMN LEAVES 
(Mercer-Kosma) 





Ardmore Music 





PARKWAY 





THE TYMES 


ARRANGED BY ROY STRAIGIS & BILLY JACKSON 


The fabulous “Tymes” might best be described as a group from the 
“Most Likely to Succeed” school. Theirs is a story that all new young 
talents dream about. Their story also proves “There’s No Business Like 
Show Business.” 

In a field of entertainment, where competition is stiffer than an Indian’s 
upper lip, “The Tymes” have jumped off to a runnin’ start. 

George Williams, lead singer, we think you will agree is one of those 
rare talents, who manages to convey his own personality through music. 
Norman Burnett, Donald Banks, George Hillard and Al Berry make 
up the natural, mature, warm, happy-go-lucky-sounds that makes the 
“Tymes.” 

Here on this record, CAMEO-PARKWAY, takes great pleasure in pre- 
senting to you an unforgettable listening experience—A collection of 
exciting musical sounds. 

With birds, bass and a finger snap, Roy Straigis and Billy Jackson, who 
are mainly responsible for CAMEO-PARK WAY’S new diversified sound, 
combine their talents to produce this great sound of the “Tymes.” 
You will find this album to be most unique. “An album in story form: 
the story of summer love and for people “So Much In Love.” 


ATCO IN EY Soot ates ein ON ee DER Oe ec 
“Before you, there was no one .. . and I was alone” 
MYGSUMME RG OV Eee nee rer 
“She stops, she looks, she s ‘ 
WONDERFUL, WONDERFUL...............0.00006+ 
“How sweet it is... . to be young and in love” 


THAT OLD BLACK MAGIC...... 









never felt before” 
LET’S MAKE LOVE TONIGHT...............0.0000. 
“What a perfect night for romance” 
GOODNIGHT MY LOVE... 


“Seems like you just said hello . 





“And we find ourselves in a world of our own” 
YOU ASKED ME TO BE YOURS... : 

“PI prove my love to you each day ... and every way” 
TWELFTH OF NEVER...........cccccccccccsesssererseeee 

“The next morning you call . . . she wants to be reassured” 

WAY BEYOND TODAY. ........0c.cccccecescesseeesens 

“Man... Woman... Romance . . . Eternity” 
SUIMMIGRG DAW pine etecteesereteecesritcn eeerererreere 

“Until youw’re in my arms again... Pll count each summer day” 
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CAN ALSO BE PLAYED 
ON MONO EQUIPMENT 





O.C.SMITH HICKORY HOLLER REVISITED 


The Son Of Hickory Holler’s Tramp Sitting On The Dock Of The Bay 
By The Time | Get To Phoenix * hd The Best Man /Seven Days 
Long Black Limousine 4 —‘ ; Take Time To Know Her 
COLUMBIA| Main Street Mission’ . p a ; i The House Next Door 


Honey (I Miss vou) Little Green Apples 
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Produced by Jerry Fuller 
Arranged and Conducted by H. B. Barnum 


HICKORY HOLLER REVISITED 
O. C. SMITH 


Side 1 

THE SON OF HICKORY HOLLER’S TRAMP (emi) 
SITTING ON THE DOCK OF THE BAY (emi) 
MAIN STREET MISSION (emi 

BY THE TIME | GET TO PHOENIX (8!) 

LONG BLACK LIMOUSINE (emi) 

THE HOUSE NEXT DOOR (em) 


Side 2 

LITTLE GREEN APPLES ascap) 
TAKE TIME TO KNOW HER emi) 
HONEY (I Miss You) (Ascap) 

THE BEST MAN (emi) 

SEVEN DAYS (ascap) 


Engineering: Peter Romano 


Storytellers... that’s what singers are. And what a won- 
derful era in which to be a storyteller...with great 
stories, ageless stories, but with a new approach! 
Songs honoring the real unsung heroes, ‘everyday 
human beings.” The struggle just to exist... 

Ours is a wonderful profession, for we keep the 
world aware of the changes in times and thoughts. We 
cushion emotions, for things are softer when we say 
them with music. It’s a very hard proposition, ‘‘the cold 
spoken word.” 

We say things lovers feel but are too shy to speak. 
We tell of happy times with a beat or sad times to the 
soothing strains of melodies that seem to help you cry 
and make sadness softer. We announce new concepts 
...desires...old pains...new hopes...promised love 
...love denied...love gone astray. We record history 
and protest injustice. | could go on and on for there 
are no stories singers cannot tell. 

To be a good storyteller one must experience many 
situations first-hand, or have an emotional insight into 
the feelings of one’s fellow man. One must be ac- 
quainted with the past, aware of the present, and 
open-minded about the future. 

| mean this as a statement of fact and not a bit of 
flattery. In this album you will hear a great storyteller 


Stereo CS 9680 [COLUMBIA 


RQ 


...O. C. Smith, a troubadour par excellence! A warm, 
subtle, yet exciting storyteller, with wonderful stories 
to tell. 

The Son of Hickory Holler's Tramp, the story of a 
mother using the equipment at hand to keep fourteen | 
children from starving to death. The story of a woman 
who wanted a chance to make a big mark on the world 
and ended up with only a Long Black Limousine. The 
story of a man who lost everything because he lost his | 
only love and must walk skid row—and so home is the 
Main Street Mission. You can hear the touch of despair 
in the troubadour’s voice when he’s Sitting on the Dock 
of the Bay, and you can almost touch his tears for 
Honey. You are warmed by the love given in Little 
Green Apples. The wisdom of Take Time To Know Her, 
the reverse psychology of By the Time | Get to Phoe- | 
nix, and the beauty of the love in what's supposed to 
be a poor House Next Door. 

O. C. told me that when he left Mansfield, Louisiana, 
“it was hard to get his grits.’’ Well, the troubadour has 
arrived, and after this there will be grits galore! 





Della Reese 
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COLUMBIA STEREO RECORDS CAN BE PLAYED ON TODAY'S MONO RECORD PLAYERS WITH EXCELLENT RESULTS. THEY WILL LAST AS LONG AS 
MONO RECORDS PLAYED ON THE SAME EQUIPMENT, YET WILL REVEAL FULL STEREO SOUND WHEN PLAYED ON STEREO RECORD PLAYERS 
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Side One 
Queen Elizabeth’s Galliard 
Lachrimae Antiquae Pavan 
Mrs. White’s Nothinge 
Mrs. Vaux’s Gigge 
Farewell (A Fancy) 
Orlando Sleepeth 


7. Fantasia 





In an age of versatile gentlemen, John 
Dowland (1563-1626), was a gentleman 
in the fullest sense: he contrived Son- 
nets in both Latin and English, he 
composed Ayres and Fancies, he translated learned works, 
and was accounted’ even by the strictest judges to be “the 
rarest musician that his age did behold.” The rareness was 
accorded more to his singing and performing on the lute, 
which is reported to have been the best entertainment in 
Europe, than to his compositions, which were a routine accom- 
paniment to his profession. 

Although every well educated person in Elizabethan times 
was expected! to have taken lessons on the lute, it would be 
a great wonder if the majority of them succeeded in playing 
it with any perfection. “Of all instruments that are portable,” 
wrote Dowland, “the lute is, and ever hath been the most in 
request, so is it the hardest to manage with cunning and order, 
with the true nature of fingering.” It was the custom, there- 
fore, for nobles and courts to hire professional lutenists for 
any serious music making, such as entertaining and dancing. 
Throughout his life Dowland was in the service of one person 
after another, although he was forever complaining about 
being out of work, and traveled in the course of his work the 
length and breadth of Europe. His most .exalted patron was 
King Christian IV of Denmark, for whom he worked for eight 
years; he was also a member of Queen Elizabeth’s Royal 
Chappel and in 1612 he was-made lutenist to James I, a posi- 
tion which he held until his death in 1626. 

In spite of his gentlemanly qualities, Dowland was by no 
means dapper. He seems in fact to have been somewhat anti- 
social and subject to painful periods of depression during 
which all his affairs appeared in a dreadful light. These 
distressing states, however, enabled him to endow the solo 
Ayre with a very personal and introverted simplicity and to 
write some of the most moving and sombre pieces which the 
Elizabethan period produced, 

It is surprising that Dowland, “whose touch upon the lute 
did ravish human sense,” never published a collection of works 
for solo lute. The majority of his compositions for his own 
instrument, of which only a few were published during his life- 
time, still exist solely in manuscript in the form of tablature, 
unreadable until they are either transcribed into regular nota- 
tion or played on a correctly tuned instrument. As a result 
of the obscurity of tablature a great bulk of Elizabethan 
instrumental music disappeared altogether as soon as the lute 
lost favor and became an ancient instrument. Dr. Burney, 
writing his History of Music in 1789—two hundred years after 
Dowland’s time—had in all probability never heard a lute and, 
at any rate, was sufficiently unfamiliar with its operation as 
to criticize Dowland’s musical invention for catering to the 
peculiar limitations of the instrument: the quickly fading tone 
which makes it impossible to sustain polyphonic voices, and 
the consequent overloading with ornaments in an attempt to 
knit the music together. 

The Elizabethan pieces for lute are in the forms of varia- 
tions on folk tunes, contemporary dances, and occasionally 
pure fantasias for virtuosity’s sake, although the lute was not 
so satisfactory for fantasys as the virginals. The lute was a 
servicable instrument and in its solo capacity was used prin- 
cipally as an accompaniment to dance entertainments. 

Queen Elizabeth's Galliard was written for such an occa- 
sion, The galliard was a strenuous dance with great leaping 
steps and although the Queen is supposed to have danced 
several for her health upon sising, it is doubtful that this prac- 
tise outlasted her youth; she was over fifty when Dowland 
became attached to her Royal Chappel. She did not, how- 
ever, according to William Camden, “neglect Musicke, being 
able to sing and play on the lute prettily and sweetly.” She 
may very well have played this very Galliard to show off for 









































DOWLAND 


Pieces for Lute 
JULIAN BREAM - Lute 


some visiting dignitary. 

The Lachrimae Antiquae Pavan is one of the few lute com- 
positions published by Dowland himself. It is the first of 
Seven Passionate Pavans on the same theme, printed with 
divers other Pavans, Galliards, and Almands in 1605 in a book 
entitled Lachrimae, or Seaven Teares. The pieces were set for 
“viols or violins in 5 parts” with a reduction of the score 
for lute. Lachrymae, as the tune was familiarly called, was 
originally written much earlier and was first published in 
Dowland’s Second Booke of Ayres to the words “Flow my 
teares.” The tune was overwhelmingly popular: Byrd, Farnaby, 
and Morley set it for virginals, and references to it appear 
throughout Jacobean drama up until as late as 1629, three 
years after the composer’s death. The pavan, a favorite dance 
form with the melancholy Dowland, is described by Morley as 
“a kinde of staide musicke, ordained for grave dauncing, 
and most commonlie made of three strains. . . .” 

Mrs. White's Nothinge was written for an unidentifiable 
lady who was either a patron of music or, more likely, the 
daughter of a patron. It was customary in Elizabethan times 
to name dances after individuals—a form of dedication. A 
nothinge is the same as a toye, a light piece of music in- 
tended to entertain and cheer, but it is characteristic of Dow- 
land’s sombre outlook that even his nothinges are written in 
the minor. 

Mrs. Vaux of Mrs. Vaux’s Gigge was probably the daughter 
of the third Baron Vaux of Tarrowden and the granddaughter 
of the poet Thomas Vaux. The Vauxes were intimates of the 
Court and enthusiastic patrons and performers The gigge 
was a popular dance of the sixteenth century, full of off- 
beats and snap, usually performed by comedians; if Mrs. Vaux 
intended to dance herself, it would be tactful to assume that 
she was still a little girl when Dowland presented her with 
this piece 

Fancys, or fantasias, offered Dowland the opportunity to 
be as profound and mournful as he desired and in Farewell 
and Forlorne Hope he takes full advantage of the possibilities. 
The two pieces are built around the same melody: a six note 
chromatic scale, which ascends in Farewell and is inverted to 
descend in Forlorne Hope. 

Orlando Sleepeth, a quiet pastoral, was perhaps intended 
to accompany one of the charades of which the. Jacobean court 
was so fond. Shepherds. shepherdesses, and old bards, com- 
pletely outfitted in picturesque garb, enacted sylvan scenes, 
some written by professional writers such as Ben Jonson, 
others composed by their Majesties themselves in which they 
also took a part. 

The Funtasia, one of Dowland’s few completely happy works, 
exists in several different versions, which testifies to its popu- 
larity among seventeenth century lutenists, Although it was 
never published it was circulated in manuscript and the com- 
poser evidently altered the music a bit each time he tran- 
seribed it. The work is showy, with a strong, rhythmic beat 
throughout. 

Among the divers other Pavans, Galliards, and Almands in 
the Lachrimae, or Seaven Teares is the King of Denmark’s 
Galliard, written while Dowland was employed at the Danish 
court. The piece is a simple one with an insistent bass remin- 
iseent of the bagpipes. 

To call a galliard melancholy is rather a paradox; it is 
equivalent to naming an elegy happy, but to Dowland in a 
depression anything was possible. The key, F Minor, was one 
of his favorites, probably because it is very difficult to play it 
on the lute. 

Lady Hunsdon, for whom My Ladye Hunsdon’s Puffe was 
composed, was Elizabeth, wife of the second Lord Hunsdon, 
and one of the great ladies of the Elizabethan period. She 
was the personal patron of the poet Spenser as well as being 
a poet herself. A puffe is synonymous with a nothinge or a 























HEAR THESE OTHER OUTSTANDING WESTMINSTER RECORDINGS BY JULIAN BREAM: 


A BACH PROGRAM FOR THE GUITAR: Chaconne; Prelude in C 
Minor; Sarabande, Bourée; Prelude and Fugue; Prelude, 
Fugue, and Allegro 


XWN 18428 


TURINA: 5 Pieces for Guitar 
FALLA: Le Tombeau de Claude Debussy 
SOR: 7 Pieces for Guitar 


VILLA-LOBOS: 5 Preludes for Guitar 
TORROBA; Preludio in E Major; Sonatina in A Major; Nocturno 


in A Minor; Burgalesa in F Sharp Minor 


XWN 18137 
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Side Two 


J. King of Denmark’s Galliard 

2. Melancholy Galliard 

3. My Ladye Hunsdon’s Puffe 

4, Semper Dowland, Semper Dolens 
5. An Unnamed Piece 

6. Sir Henry Umpton’s Funerall 

7. Forlorne Hope Fancy 


toye; the piece is in reality an almand: a sedate dance. slightly 
more lively than a pavan. 

The most extensive and serious of the pieces included in 
the Lachrimae, or Seaven Teares was a slow pavan entitled 
Semper Dowland, Semper Dolens; translated roughly this 
means that John Dowland is always mournful. The music is 
very personal and affective, with pictorial sighs in the third 
section. 

An Unnamed Piece appears to be an almand. The lack of 
title would indicate the equal lack of a patron or occasion 
for which it was especially composed. 

A funerall was a serious and very sad pavan, which was 
danced in a solemn manner at wakes, Funeralls were often 
written, however, with no relationship to a death, so it is im- 
possible to say whether Sir Henry Umpton was alive or defunct 
at the time Dowland wrote this piece for him. The work was 
originally printed as part of the Lachrymae collection. 


J. ROBISON 








With the release of his first West- 
minster recording JULIAN BREAM, 
already acknowledged as Great 
Britain’s finest guitarist and lutenist, 
acclaimed by critics and music-lovers all over 


THE ARTIST 


has been 
the world. 

Born in London in 1933, Julian Bream gave up the piano 
for the guitar and lute when eleven years old. He studied 
with Perrot, president of the Society of Guitarists, and at 
the Royal College of Mu In 1945 he came to the attention 
of Andres Segovia, who was so much impressed with Bream’s 
talent that he offered to teach him. Bream made his debut 
in Cheltenham in 1947, and his first London concert took 
place two years later. Since then his fame has spread through 
his many recitals, his tours for the Arts Council, and his hun- 
dreds of radio broadcasts. 





This is a monophonic recording, processed 
according to the R.I.A.A. characteristic from 
a tape recorded with Westminster's ex- 
clusive ‘‘Panorthophonic’@® technique. It 
may be played on any phonograph—either 
monophonic or stereophonic—designed to play microgroove (33-1/3 
RPM) recordings. The multiple channels of stereqphonic equipment will 
enhance the sound of this monophonic recording, making i richer 
and more brilliant. To achieve the greatest fidelity, each Westminster 
record is mastered at the volume level technically suited to It, There- 
fore, set your volume control at the level which sounds best to your 
ears and, for maximum listening pleasure, we recommend that you 
sit at least six feet from the speaker. Variations in listening rooms 
and playback equipment may require additional adjustment of bass 
and treble controls to obtain NATURAL BALANCE. Play this recording 
only with an unworn, microgroove stylus, preferably diamond. 


THE RECORD 





Write for free complete catalog 
Westminster Recording Co., Inc., 
A Subsidiary of Am-Par Record Corp. 
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MODERN SOUNDS 
IN COUNTRY 


re 
WESTERN MUSIC 





String Arrangements by Marty Paich 
Big Band Arrangements by Gerald Wilson and Gil Fuller 


SCO SCOOT EEO OSOOOLEEOH SOOO OE OOOOH OOEEOO ES OOOSOOOOOO OOD OOODOOEOOOO® 


Practically everything that can be_said about the talent of the great Ray Charles has already been 
printed. Those of you who are long-standing Charles fans are well-acquainted with Ray's history, 
which began thirty-one years ago in Georgia. Speaking of Georgia, those of you who have only 
recently discovered the Ray Charles genius must certainly list his top hit, Georgia on My Mind, as 
a favorite. And, of course, there have been other recent smash hit Ray Charles records such as 
Hit the Road Jack, One Mint Julep, and Unchain My Heart. 


In case you older Charles enthusiasts haven't incorporated Ray’s pop style into your catalogue 
of Ray Charles information, we highly recommend his first two albums for ABC-Paramount—the 
award-winning Genius Hits the Road (ABC-335) and Dedicated to You (ABC-355); for the newer 
fans, we suggest the Impulse! A-2 album, Genius + Soul — Jazz, fora memorable sample of the 
Ray Charles jazz style that has gained millions of followers over the past several years. 


A few months ago, Sid Feller, ABC-Paramount's director of artists and repertoire, received a 
telephone call from Ray Charles, who asked for top country and western hits of the past twenty 
years. Completely confused and wondering what possible use Ray could make of such material, 
Sid immediately began collecting songs. The more he thought about Ray's idea, the more excited 
Sid became, and by the time the recording sessions rolled around, he was nearly the most enthu- 
siastic person in the studio. 


The record herein spotlights another side of this multi-talented artist—an unexpected side that 
we're sure most of you have never heard before—country and western songs in the unique Ray 
Charles style! Many people will be surprised at this collection, and a few who insist that a 
singer should never stray from his past accepted material may even be shocked—but everyone 
will be forced to agree that here is a package of consistently fascinating entertainment—and 
after all, that is the goal of an entertainer. 


Some of the best tunes have been sifted from stacks of material collected from top country and 
western publishers. All of these songs will be very familiar to the country and western audience 
—and some of the million-sellers will be known to all of you. Although Ray has performed country 
and western material in the past, his recorded performances are almost non-existent—until now. 
This album was something that he has wanted to do for a long time and he has followed through 
to perfection with the aid of three of the country’s topflight arrangers—Marty Paich, Gerald 
Wilson, and Gil Fuller. 


The Ray Charles performing genius has traveled in many directions—rhythm and blues, jazz, pop 
—and another facet is added to his repertoire as Ray explores MODERN SOUNDS IN COUNTRY 
AND WESTERN MUSIC. RICK WARD 


ST 90468 
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SIDE ONE 


1. BYE BYE, LOVE (arr, by Gerald Wilson) 2:09 
(F. Bryant-B. Bryant) (Acuff-Rose Pub—BMI) 

This popular country ven the unique Ray Charles 
treatment, featuring the Raelets, in a swingin’, rockin’ version. 


2. YOU DON’T KNOW ME (arr. by Marty Paich) 3:14 
(C. Walker-E. Arnold) (Hill and Range Songs, Inc.— 
BMI) 

Backed by the soaring strings of Marty Paich, Ray adds his 

own inimitable touch to this great Eddy Arnold hit. 


3. HALF AS MUCH (arr. by Gil Fuller) 3:24 
(C.Williams) (Fred Rose Music, Inc.—BMI) 

With a tenor sax solo by Don Wilkerson, Ray is backed 
here by brilliant brass and saxes. 

4. 1 LOVE YOU SO MUCH IT HURTS (arr. by Marty Paich) 3-33 
(F. Tillman) (Melody Lane Pub.-BM1/) 

A lovely string introduction sets the stage for Ray’s excit- 











ing vocal. 
5. JUST A LITTLE LOVIN’ (arr. by Gerald Wilson) 3:26 
(Z.Clements-E.Arnold) (Hill and Range Songs, 








A big, swi n’ band backs Ray on this memorable Hank 
Williams hit, featuring a tenor sax solo by David “Fat- 
head” Newman. 


6. BORN TO LOSE (arr. by Marty Paich) 

(F.Brown) (Peer International Corp—BM1) 

Ray’s blues approach gives this lyric a new meaning with 
the aid of Marty Paich’s exciting strings and a brilliant 
vocal group. 


SIDE TWO 


1. WORRIED MIND (arr. by Marty Paich) 

(J. Davis-T. Daffan) (Peer International Corp.— 
BMI) 

In addition to his fine vocal work, Ray’s piano solo in the 
second chorus, makes this an outstanding side in the album. 


2. IT MAKES NO DIFFERENCE NOW (arr. by Gil Fuller) 3 
(J.Davis-F.Tillman) (Peer International Corp— 
BMI) 

Here is an unbelievable rendition by Ray Charles with the 
big band that “walks out’ at the end. 


3. YOU WIN AGAIN (arr. by Marty Paich) 3.29 
(H. Williams) (Fred Rose Music, Inc—BMI) 

Strings and a chorus back a soulful vocal by Ray Charles 

on this famous Hank Williams ballad. 


4. CARELESS LOVE (arr. by Gerald Wilson) 3:56 
(Ray Charles) (Tangerine Music-BMI) 

Ray’s own new lyrics point up this old folk melody more 
vividly than you've ever heard it before. 


5.1 CAN'T STOP LOVING YOU (arr. by Marty Paich) 4.13 


(D.Gibson) (Acuff-Rose Publications-BMI) 
Following the opening notes by the vocal choir, Ray takes 





2:54 





over the beautiful lyric with the electric Charles ‘‘feeling.”” 
6. HEY, GOOD LOOKIN’ (arr. by Gerald Wilson) 2:10 
(H. William Fred Rose Music, Inc—BMI) 





This is a swingin’, shufflin’ version of Hank Williams oldie, 
with Ray's fine piano solo highlighting the second chorus. 


Selections 1, 3 and 5, Side One; 2, 4 and 6, Side 
Two recorded at Capitol Studios, New York City, 
February 5 and 7, 1962—Engineers: Frank Abbey, 
Gene Thompson. 






Selections 2, 4 and 6, Side One; 1, 3 and 5, Side 
Two recorded at United Recording Studios, Holly- 
wood, California, February 15, 1962—Engineer: 
Bill Putnam. 

Recording Supervisor: Sid Feller. 
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AARON COPLAND~—A birthday greeting 


Aaron Copland looks to me exactly as he did 
twenty-five years ago. Even allowing for a certain weakness 
that may have developed in my eyes, this is quite a 
remarkable achievement. 

Still boyish, infectiously good-humored, charm- 
ing far beyond the necessity of a successful composer, 
Aaron is senior only in his musical achievements. He is 
America’s most important composer; a prophet recognized 
with cliché-like regularity in every country of the world. 
And Aaron's reaction is always somewhat ‘‘Who, me?"’ to 
all honors or any recognitions of his distinction. This 
characteristic is no small part of his charm. 

Some years ago, he more or less moved to the 
country. Now, | think he occasionally feels that he lives 
in Proustian seclusion, though, in fact, he moves about in 
the city with alacrity and frequency more characteristic 
of a Prince Antoine Bibesco; | think, too, he feels his music 
is severe, when, more often, it is tender; | also think that 
he feels swallowed up by a crowd, when indeed all eyes 
are riveted upon him. 

It is for such charming contradictions as these, 
as well as for his genuine warmth that all of his friends 
love him and wish him a happy sixtieth birthday. 


Goddard Lieberson 


President of Columbia Records (July, 1960) 


In her memoirs, Dance to the Piper, 
Agnes de Mille re-creates her first meeting with Aaron Copland, 
a meeting that led to the creation of Rodeo. Copland was 
brought to her sparsely furnished studio by Franz Allers, the 
conductor. Allers occupied the one chair, Miss De Mille sat on 
the piano bench, and Copland stretched himself across her bed, 
propping his head with chintz pillows and looking as though he 
expected to be amused. The idea of doing a ballet for ‘‘the 
Russians” (i.e. the Ballet Russe de Monte Carlo), whose 
“classical” nineteenth century orientation was so antipathetic 
to his own idiom, was something he approached with some 
skepticism. After Miss de Mille had detailed her plot to him, 
the room was filled with an uncomfortable silence. The composer 
lay on the bed, his eyes twinkling at her behind their spectacles. 
She remarked deprecatingly that it wasn’t Hamlet but that 
it had its points and might well give off what Martha Graham 
(who evidently had read Jung) “‘called an aura of race memory.” 
At this bit of solemnity Copland could no longer control his 
sense of the ridiculous; he broke into a great gale of whooping 
laughter. The offended choreographer sat stonily still until 
Copland had recovered himself. But when he then suggested 
that perhaps a ballet about Ellis Island would come closer to 
suggesting ‘‘race memory,” Miss de Mille invited him to go 
to Hades. 

This was hardly an auspicious beginning for a 
successful collaboration, and poor Franz Allers jumped up in an 
alarmed attempt to restore the peace. But something in Agnes 
de Mille’s forthrightness found a response in Copland’s own. 
When he left she felt that they had come to an understanding. 
And she was right, for the composer phoned her the next day 
and told her to put the kettle on, he was coming to tea. 

On October 16, 1942 the first performance of 
Rodeo was an unqualified success. It was a gala event at the 
sold-out Metropolitan Opera House. Many performances since 
then have established Rodeo as a classic of the indigenous 
American dance repertory. In 1945 the composer arranged the 
ballet score as a symphonic suite and it thereupon entered with 
equal secureness into the indigenous American concert repertory. 

The first scene opens with cowboys congre- 
gating for the weekly rodeo. Awkward and tomboyish Cowgirl 
makes a bid for their attention. At first they tolerate her attempts 
to show them that she is as able as they are, but gradually they 
grow bored and annoyed. She is in love with the Head Wrangler, 
and tries to impress him by riding a bucking bronco. When she 
is thrown, everyone laughs at her, including the city girls who 
have come to Burnt Ranch for a dance. The Head Wrangler 
leaves with the Cowgirl’s rival, the Rancher’s Daughter. The 
Cowgirl is seen, as the curtain closes, as a pathetic, lonely figure. 

The second and final scene is preceded by a 
musically unaccompanied square dance. Then a second curtain 
rises to disclose the interior of the ranch. The couples swirl 
gaily by while the Cowgirl, still dressed in her mannish outfit 
of pants and shirt, watches them disconsolately. No one offers 
to dance with her; she even is left out of the community dancing. 





The last stroke occurs when she sees the Head Wrangler and 
the Rancher’s Daughter dancing cheek to cheek. She runs off 
the scene as the dancing continues, but in a short while she 
returns, completely transformed: she has put on a dress, fixed 
a bow in her hair and has proved to the assembled guests 
(who stop dancing to gaze at her in astonishment) that she can 
be as pretty a girl as any in the room. Immediately she finds the 
cowboys competing for her attention. Although the Head 
Wrangler offers to dance with her, she decides to accept another 
cowboy—the only one who had shown some kindness to her 
before she had emerged from the cocoon. 

In Ballet, the Emergence of an 
American Art, George Amberg says, “The beauty and 
genuineness of Iod¢eo reside precisely in the apparent casual- 
ness of its American expression, in the deliberate lightness of 
touch... The gauche little cowgirl is the natural center of the 
action, not simply because she is choreographically placed there, 
but much more because her personality imposes itself... All 
the characters, however, are equally clearly sketched with a few 
sure and deft strokes. Aaron Copland’s score has body and 
richness and it is just as genuine and honest and just as un- 
selfconscious in its use of American source material as the 
choreography.” 

The music of Rodeo is divided into four 
sections: ‘Buckaroo Holiday,” ‘Corral Nocturne,” ‘Honky Tonk 
Interlude and Saturday Night Waltz,” and ‘‘Hoe-Down.” 


Eo eee yee bf eee tee ee Sera Cie ti £30 eed 


Billy the Kid’s baptismal name was William 
Bonney. He was born in—of all places—New York City, but he 
grew up in Silver City, New Mexico, where his mother was the 
proprietress of the local boarding house.-According to an American 
border ballad, Billy “had a notch in his pistol for twenty-one men” 
before “‘his young manhood had reached its sad end.” As the 
subject of a ballet, Billy strongly caught Aaron Copland’s fancy. 
At the time of the premiere of the suite drawn from the ballet, 
Copland wrote of The Kid, with evident gusto, as ‘‘one of the 
most industrious and generally admired bandits of the South- 
west. He took an active part in the complex series of gun-fights 
known as the Lincoln County War, an affair which became so 
serious that President Hayes was forced to request General 
Lew Wallace to take time out from polishing the final draft of 
Ben Hur, to go to New Mexico as territorial governor, and 
restore order. Wallace tried to make a*deal with Bonney, but 
The Kid eluded him and returned to his old profession of horse 
thief. Eventually he was captured by Pat Garret, sheriff of 
Lincoln County, tried for murder and condemned to death. He 
made a sensational escape from the sheriff's deputies, but one 
day was 

‘Shot down by Pat Garret, who once was his friend. 

The young outlaw’s life had now come to its end.’ 
The legendary thrice seven that clings to his name is, alas, only 
legend. He was 31 years old when he died, not 21, and Cunning- 
ham estimates that he could justly claim only eight notches on 
his pistol. (Eugene Cunningham corrects hearsay in his delightful 
anthology, Triggernometry, A Gallery of Gunfighters, 
with Technical Notes on Leather Slapping as a 
Fine Art, Gathered from Many a Loose Holstered 
Expert Over the Years.) A still more improbable legend 
is that Garret did not kill him at all: that he escaped a second 
time and is still alive to this day in Mexico, a hale and hearty 
kid of 83” (that is, in 1942). 

The suite makes use of approximately two- 
thirds of the entire ballet score, which was commissioned by 
Lincoln Kirstein and first produced by the Ballet Caravan in the 
summer of 1938. The score is prefaced by the following remarks: 
“The action begins and closes on the open prairie. The central 
portion of the Ballet concerns itself with the significant moments 
in the life of Billy the Kid. The first scene is a street in a frontier 
town. Familiar figures amble by. Cowboys saunter into town, 
some on horseback, others with their lassos. Some Mexican 
women do a jarabe, which is interrupted by a fight between 
two drunks. Attracted by the gathering crowd, Billy is seen for 
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the first time as a boy of twelve with his mother. The brawl turns 
ugly, guns are drawn, and in some unaccountable way Billy's 
mother is killed. Without an instant’s hesitation, in cold fury, 
Billy draws a knife from a cow-hand’s sheath and stabs his 
mother’s slayers. His short but famous career has begun. In 
swift succession we see episodes in Billy’s later life. At night, 
under the stars, in a quiet card game with his outlaw friends. 
Hunted by a posse led by his former friend, Pat Garret, Billy 
is pursued. A running battle ensues, Billy is captured. A drunken 
celebration takes place. Billy in prison is, of course, followed 
by one of Billy’s legendary escapes. Tired and worn in the 
desert, Billy rests with his girl. Starting from a deep sleep, he 
senses movement in the shadows. The posse has finally caught 
up with him.” 

Copland quotes (but never literally) a number 
of authentic cowboy songs in this score, including ‘‘Great 
Granddad,” “‘The Old Chisholm Trail,” “Old Paint” and “The 
Dying Cowboy.” The suite draws upon the following sections 
of the ballet: ‘‘The Open Frontier,” ‘‘Street Scene and Rodeo,” 
“Card Game,” “‘Billy’s Capture and the Dance of his Captors,”” 
“Lament at Billy’s Death,” and a return to the opening music, 
representing the gradual pushing back of the frontier. 

Leonard Bernstein combines the altogether 
extraordinary talents of composer, pianist, conductor and com- 
mentator, yet it is essentially his imaginative interpretation and 
ability to communicate that earn him a unique status in the 
world of music. 

“Not since Toscanini has the Philharmonic 
played with such togetherness,” wrote Harold C. Schonberg in 
The New York Times. 

During the orchestra’s history-making tour 
of Europe and Russia in 1959, Mr. Bernstein and the Phil- 
harmonic were received with tumultuous ovations by critics, 
public and composers. There were sold-out houses in London, 
“thunderous applause” in Milan, “cheering and stamping” in 
Stockholm, and comparable demonstrations everywhere along 
the exhausting itinerary. In Moscow, the composer Aram 
Khatchaturian wrote ‘‘the orchestra consists of marvelous 
musicians, many of whom are surely great artists. At the same 
time, their ensemble is wonderful. The timing of the orchestra 
is faultless; listeners are captivated by the purity of intonation 
and the beauty of tone of the solo instruments.” Another critic 
noted that ‘“‘It seems as if music is being born on the stage in a 
vivid artistic surge.” This spectacular tour followed the previous 
year’s brilliant tour of Latin America. 

Bernstein is the composer of such notable 
symphonies as Jeremiah and The Age of Anxiety 
(ML 4325), which was also staged as a ballet, and of the highly 
acclaimed Serenade for Violin Solo, Strings and 
Percussion (ML 5144). For the theatre, he has composed 
Fancy Free (CL 920), one of the most popular ballets of all 
time, the opera, Trouble in Tahiti; musical scores for 
On the Town (OL 5540/OS 2028), Wonderful Town 
(OL 5360/0S 2008), Candide (OL 5180) and West Side 
Story (OL 5320/OS 2001). His score for the motion picture, 
On the Waterfront, was nominated for an Academy Award. 

Recently he has become a best-selling author, 
with The Joy of Music, a series of witty dissertations on 
various aspects of musical thought, including his television 
scripts. Mr. Bernstein continues his series of award-winning 
appearances on television with the New York Philharmonic 
Previews and the Young People’s Concerts. 

Leonard Bernstein made his first appearance 
with the Philharmonic at a historic concert on November 13, 1943, 
when he substituted at short notice for Bruno Walter. It was a 
phenomenally successful debut. Bernstein then launched on 
a busy career as guest conductor leading orchestras in the 
United States and Europe. He was the first American to conduct 
at Milan's La Scala. For several seasons he conducted the 
New York City Center Orchestra. He was appointed Musical 
Director of the Philharmonic in 1958. In a tenure noteworthy 
for many innoyations, Mr. Bernstein has intrigued his audiences 
with programs of engrossing sweep. He has also led the 
Philharmonic on its cultural tours of South America and Europe. 


The selections—published hy Boosey & Hawkes, Inc. (ASCAP)—are followed by their t Sido 1; Rodeo—Buckaroo Holiday—7:02; Corral Nocturne—4:04; Saturday Night Walte—4:13; Hoe-Down—3:07, Side Hs Billy the Kid—20:23. 





Photography and design by Horn/Griner: photographed at Freedomland. ny Mastorworks” (Ip) , @ Library of Congress catalog card number R60-1262 applies to this record. 


This Columbia High Fidelity recording is scientifically designed to play with the highest quality of reproduction on the phonograph of your choice, new or old. If you are the owner of 
a new stereophonic system, this record will play with even more brilliant true-to-life fidelity. In short, you can purchase this record with no fear of its becoming obsolete in the future. 
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SIMULATED STEREO 


SEND 
FOR ME 


EARL GRANT 


Side One 


THE NEARNESS OF YOU 
THE NEXT TIME YOU SEE ME 


Ned Washington-Hoagy Carmichael 


Earl Forest-William G. Harvey 


MALAGUENA Ernesto Lecuona 
THE JAPANESE FAREWELL SONG 

Hasegawa Yoshida-Freddy Morgan 
HONKY TONK B. Doggett-B. Butler-S. Shepard-C, Scott-H, Glover 
Side Two 
SEND FOR ME Ollie Jones 
BLUE STAR Victor Young-Edward Heyman 
DREAM John H, Mercer 


SINCE | FELL FOR YOU 


Buddy Johnson 


MIDNIGHT EARL Earl Grant 
THE SELECTIONS CONTAINED IN THIS ALBUM WERE 
PREVIOUSLY RELEASED IN DL 8672 
Vocalion Simulated Stereo Records Can Be Safely Played On Today's Mon- 


aural Phonographs To The Maximum Sound Capabilities Of Your Equipment 


VOCALION, A Product of DECCA RECORDS, A Division of MCA INC., New York, N. Y., USA 


S) Denotes Stereo 





(SE) Denotes Enhanced For Stereo 











HERE'S PEARL » PEARL BAILEY 

My Ideal e« He May Be Your Man 
But He Comes To See Me « Let There 
Be Love, and others. 

VL 3816 © VL 73816 (SE) 





ORGAN SPECIAL * LENNY DEE 
Hawaiian War Chant © Good Night 
Sweetheart © Toot Toot Tootsie 
Goodbye, and others. 

VL 3817 © VL 73817 (SE) 











THE AMES BROTHERS Featuring ED 
AMES 

You Are My Sunshine * Home On 
The Range » Joshua Fit De Battle 


Of Jericho, and others. 
VL 3818 ¢ VL 73818 (SE) 


Hon, . 
THE MELACHRINO 
STRINGS: 


“THE MAGIC OF THE MELACHRINO 
STRINGS" 

Fascination * Moonlight And Roses 
(Bring Mem'ries Of You) * Waltz Of 
Paree, and others, 

VL 3808 ¢ VL 73808 (SE) 


PETE FOUNTAIN PLAYS <=:-~.. 
AND THE ANGELS SING : 








PETE FOUNTAIN PLAYS AND THE 
ANGELS SING 

Corrine Corrina *, Let The Good 
Times Roll * Angel Eyes, and others 
VL 3803 * VL 73803 (Stereo) 











Ella Fitzgerald 


GORDON JENKINS ONGHBEINA AND CHORUS 


ELLA FITZGERALD 

| Hadn't Anyone Till You « Baby « 
\'m Gonna Wash That Man Right 
Outa My Hair, and others. 

VL 3797 * VL 73797 (SE) 





THE McGUIRE SISTERS 
Goodnight, Sweetheart, Goodnight » 
Something's Gotta Give © Volare 
(Nel Blu, Dipinto Di Blu), and others. 
VL 3798 © VL 73798 (SE) 


RUSS 
MORGAN 


and his orchestra 


MUSIC IN THE MORGAN MANNER « 
RUSS MORGAN AND HIS ORCHESTRA 
You'll Never Know © Don’t Blame 
Me e I'm In The Mood For Love, 
and others. 

VL 3792 © VL 73792 (SE) 








Vues 


SIEVE 
LAWRENCE =~ 









HERE'S STEVE LAWRENCE 

Makin’ Whoopee * Come Rain Or 
Come Shine * Sunny Side Up, and 
others 

VL 3775 * VL 73775 (SE) 











LATIN DANCE PARTY 
Warren Covinato! 


‘and his orchestra = 





a 





HERE'S BRENDA LEE 

Side By Side « Just Because « Pretty 
Baby, and others. 

VL 3795 © VL 73795 (Stereo) 


IT'S as 
soGgoop [4 
KARL GRANT 





IT'S SO GOOD ¢ EARL GRANT 

C'est Si Bon (It’s So Good) * | Love 
Paris ¢ Beyond The Sea (La Mer), 
and others. 

VL 3793 © VL 73793 (Stereo) 


Lave Is.A Many Sple 
THE RAY CHARLI 


LOVE IS A MANY-SPLENDORED THING 
THE RAY CHARLES SINGERS 

Love And Marriage © Let's Fall In 
Love « Love Is A Many-Splendored 
Thing, and others 





VL 3784 © VL 73784 (Stereo) 


LATIN DANCE PARTY ¢ WARREN 
COVINGTON AND HIS ORCHESTRA 
Tequila ¢ Yellow Bird « Never On 
Sunday—Cha Cha, and others. 

VL 3810 © VL 73810 (Stereo) 


AZ 





so blue 


PEGCGYAEE 


‘rong Lt Me weet NEE ORE TEAC a 
SiS spe eno \coaoats FOr fee = TOUT RO 





SO BLUE + PEGGY LEE 

Something | Dreamed Last Night © 
\'ve Grown Accustomed To His Face 
* Too Late Now, and others. 

VL 3776 © VL 73776 (SE) 


1\ Won, 


ROBERTA SHERWOOD 

Your Cheatin’ Heart * Tumbling 
Tumbleweeds * Over The Rainbow, 
and others. 

VL 3754 » VL 73754 (SE) 











THE GREAT BUDDY HOLLY 
That'll Be The Day * You Are My 
One Desire « Girl On My Mind, and 


others. 
VL 3811 © VL 73811 (SE) 





DANCE TO THE MUSIC OF WAYNE 
uth HIS SAXOPHONE AND ORCHES- 


Gigi ¢ A Certain Smile ¢ Return To 
Me, and others. 
VL 3772 « VL 73772 (Stereo) 


HERE’S 


HERE’S EYDIE GORME 

Tea For Two A Girl Can’t Say 
\'d Forgotten, and others. 

VL 3708 VL 73708 (SE) 


LLERIS: 
BUDDY 
GRECO 


HERE'S BUDDY GRECO 

Pennies From Heaven * My One And 
Only Love © Lulu’s Back In Town, 
and others. 

VL 3706 * VL 73706 (SE) 





FRED ASTAIRE 

You're Easy To Dance With * So 
Near And Yet So Far © Dearly Be- 
loved, and others. 

VL 3716 


Printed in U.S.A 











PERFECTA REPRODUCCION 
EN EQUIPO MONOAURAL 


a 





’ LO MEJOR DE 


LOS IRACUNDOS 


LADO 1 

1. PUERTO MONTT 

2. EL TRIUNFADOR 

3. CHIQUILINA 

4. VA CAYENDO UNA LAGRIMA (Surf) 

5. ES LA LLUVIA QUE CAE (E' la pioggia che va) 


6. FELICIDAD, FELICIDAD (Felicita, Felicita) 


LADO 2 


1. HACE FRIO YA (Ma che freddo fa) 


a 


2. LA LLUVIA TERMINO 
4 


3. SOY UN MAMARRACHO. 
4. MARIONETAS DE CARTON 
5. CALLA (Beguine) 


6. LA JUVENTUD 


4) Con Jorge Calandrelli y su Orquesta 


*RCA- CAMDEN Fabricado y Distribuido en el Uruguay por 
‘A PS A American Products Licenciado RCA Corporation 
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CLAUDE BOLLING 


Musique de la bande originale du film de 


PHILIPPE DE,BROCA 





1418/1) 


JBLE DECKER RECORDS 
coe 610-439-000 


$ |-60 








- MUSIQUE DE . 
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CLAUDE BOLLING 


Editions et productions musicales HORTENSIA 














GABRIEL BOUSTANI et NADER ATASSI présentent 


ALSO ON CASSETTE 


MARGOT KIDDER - VICTOR LANOUX - IAN CHARLESON - ANDREA FERREOL 





UOT LAM 


UN FILM DE ET FAUSSE, aya 
PHILIPPE DE BROCA pe MAURICE DENUZIERE 





UNE PRODUCTION DE 


DENIS HEROUX 
JOHN KEMENY 


ADAPTATION ET SCENARIO 


oneal 


DOMINIQUE FABRE - ETIENNE PERIER - CHUCK ISRAEL 





«ec LLOYD BOCHNER - LEN CARIOU - HILLY HICKS -CORINNE MARCHAND :t RAYMOND PELLEGRIN 


CLAUDE BOLLING... 













ML ee Weide MIGHE) U2 IMONTAGE EENRE LANOE ® 
ose mall DE DEVELOPPEMENT DEL! INEMATOGRAPHIQUE CANADIENNE PRODUCTEUR DELEGUE G \ : 
FACE A FACE B mat ¢ 
1 LOUISIANA WALTZ tyries rettx LANDAU sos | 1 OLD NEW ORLEANS 445 ; | 

vocal DEE DEE BRIDGEWATER LOUISIANE ra | 
> DIXTE-LAND frag. arrt CLAUDE BOLLING Tre AU alto solo PIERRE GOSSEZ 28 
»« FREEDOM tyrics VALERIAN SMITH 243 : 

par le BATON ROUGE COMMUNITY CHORUS : COTTON ee PSE AU ERLE ae oe 
SCRehs 27 | , VIRGINIE-DANDRIDGE 254 
s sINIE de VIGORS 250 

2’5 ~ ’ , 
VIRGINIE CONCERTO s BRENT (Chasse 4 ’homme) 3708 Orchestre dirigé par CLAUDE BOLLING 
ig a VE 7 a Co-direction d’orchestre : MICHEL GANOT 

forte-piano BLANDINE VERLET + DRAMA S125 Co-arrangeur-orchestrateur : MAURICE COIGN: RD 
6 Part I US) 2st | > FINAL DIXIE-LAND trac. arrt CLAUDE BOLLING 14s Pe aaN eS Sana ERMELIN 

Part 2 (Romantique et grave) y2 |, LOUISIANA WALTZ tyries reLIx LANDAU ar Conseiller musical ; HENRI LANOE 
4 Part 3 (Maitresse de Bagatelle) 238 vocal DEE DEE BRIDGEWATER — 
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ANYBODY HERE Time, 3:18 
HE'S ALI}I NEED Time, 4:26 


SO GDOD Time, 4:31 
JOY LIKE A RIVER Time, 4:05 


Side 73 
HOW EXCELLENT IS THY NAME | Time, 3:30 
HELL WORK IT OUT FOR YOU _ Time, 4:09 
JESUS WILL CARRY YOU THROUGH Time, 4:48 
I'VE GOT THE VICTORY Time, 3:26 


All songs written by JAMES BIGNON 
All songs published by FREEMAN AND COMPANY MUSIC PUBLISHING, 
JAMES BIGNON /SESAC 





Your efforts and dedication In Sprews 
gospel through song has made our union a blessed 
one. Thank you for everything. 


Your Friend and Brother, 


ACKNOWLEDGEMENTS 


Praise and thanksgiving to God Almighty for inspiring 
the music on this album and providing the means by 
which this ministry would reach thousands of listeners. 




















Executive Producer: RON FREEMAN 

Producer: JAMES BIGNON 

Project Coordinator: ALAN FREEMAN 

Keyboards: KELVIN BROUGHTON, REV. KENNETH 
PADEN 

Drums: DWAIN WHITE 

Bass Guitar: RICK CARTER 

String and Horn Synthesizer Arrangements: KELVIN 
BROUGHTON, DARRIN COTTON, JAMES 
BIGNON 

Tambourine (He'll Work It Out For You): MELINDA 
MORELAND 

Additional Lead Vocals (Joy Like A River): Verse 1: 
BARBARA ROGERS, LARRY YOUNG, MELINDA 
MORELAND, Verse 2: EVELYN WHITE, 
CONSTANCE SMALL 

All Songs Written by JAMES BIGNON 

Recorded at: DOPPLER RECORDING STUDIOS, 
Atlanta, Georgia 

Engineers (Music Tracks): MITCH EATON, JOE NEIL 

Engineer (Vocals): JOE NEIL 

\\ Photography: James Bignon — GITTINGS 

\ PHOTOGRAPHY, Atlanta, Georgia, 
Deliverance — MICHAEL BAKER, Decatur, Georgia 
Wardrobe Consultant: RHONDA SMITH, Marietta, 


Special thanks to Juandolyn Stokes for opening the door 
which made this project possible. 


Thanks to Alan Freeman and the staff at Atlanta 
International Records for their expeditious efforts in 
completing and releasing this finished product. 


Finally, a very special thanks to you, our supporters. We 
trust that this music will minister to you and inspire you. 


James Bignon & Deliverance 









DELIVERANCE: Alicia Anderson, Don Anderson, Mae Esther Banks, Shella 
Barker, Marissa Battle, Yolanda Beasley, Ava Bignon, Jeanette Brock, Conl 


Brown, Lowanna Brown, Melvin Crayton, Taaz Crossley, Rudy Ellis, Kenneth Georgia 

Florence, Sharon Floyd, Angela Garrett, Pat Gilliard, Carolyn Golar, Melinda Album Cover Design: MELANIE EBERHARDT 
Moreland, Ronica Paul, April Powell, Lols Reynolds, Barbara Rogers, Tonya 

Rogers, Constance Small, Shelida Smith, Malinda Taylor, Wayne Toles, For concerts and workshops contact: 

Evelyn White, Mary Wilholte and Larry Young. Angela Garrett (404) 491-7974 


ee ATATE NTA INTERNATIONAL RECORD CO., INC. “Wherefore, God also hath highly exalted Him, and given Him a name which is above every name: That at 


881 Memorial Drive, S.E., Atlanta, GA 30316 the name of Jesus every knee should bow...And that every tongue should confess that Jesus Christ is Lord, to 
Ail rights reserved. Unauthorized Duplication is a Violation of Applicable Laws, the glory of God the Father.” Philippians 2:9-11 
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SUGGESTED CUTS FOR PROGRAMMING AND IN-STORE PLAY 


CHESS RECORDS have never sounded better. They have been mastered on 
state-of-the-art equipment using the original session tapes. 


CHUCK BERRY: THE GREAT TWENTY-EIGHT 





CH8201 


The master of rock and roll 
with 28 of his greatest hits, 
sequenced and packaged like 
never before — a dynamite 
double album. 

Maybellene/Johnny B, Goode/Roll Over 
Beethoven/Thirty Days/Memphis/Brown- 
Eyed Handsome Man/Nadine/Little 
Queenie/No Particular Place To Go/Reelin’ 
and Rockin'/Almost Grown/School Days/Oh 
Baby Doll/Too Much Monkey 
Business/Carol/Sweet Little Rock and 
Roller/You Can't Catch Me/Let It Rock/Bye 
Bye Johnny/Round And Round/Back In The 
USA/Beautiful Delilah/I'm Talking About 
You/Havana Moon/Rock And Roll 
Music/Sweet Little Sixteen/Come On/I 
Want To Be Your Driver. 


MUDDY & THE Wor ts MUDDY WATERS AND HOWLIN’ WOLF 





CH8200 


The ‘‘Blues Fathers’ together 
with their illustrious rockin’ sons. 
Muddy Waters with Mike 
Bloomfield, Paul Butterfield and 
Donald ‘‘Duck"’ Dunn. Howlin’ 
Wolf with Eric Claptori, Steve 
Winwood, Bill Wyman, Charlie 
Watts and lan Stewart. 


All Aboard/Blow Wind Blow/Can't Lose 
What You Ain't Never Had/Walkin’ Thru 
The Park/l'm Ready/Long Distance 
Call/Rockin’ Daddy/What A Woman!/Who's 
Been Talking?/The Red Rooster 
(rehearsal)/The Red Rooster/Highway 
49/Do The Do 


WIZARDS FROM The SOUTHSIDE 


penroenpervertre nner. 


CH8203 


LAA RINT 








A rockin’ blues party album 
with heavy cuts by Muddy 
Waters, Howlin’ Wolf, Sonny Boy 
Williamson, Little Walter, John 
Lee Hooker and Bo Diddley. The 
Wizards are ready to cast their 
spell. 

Down In The Bottom/Rollin’ 'N' Tumblin'/ 
Walkin’ The Boogie/Evans Shuffle (Ebony 
Boogie)/Mellow Down Easy/Evil/Still A 
Fool/Hate To See You Goll Ain't 
Superstitious/She's Mine, She's Fine/Just 
To Be With You/!'m A Man/Bring It On 
Home/Mannish Boy 


THE DELLS 








CH8400 


A glittering collection of the 
Dells’ greatest sides. Aimed at 
today's market, the album 
includes Stay In My Corner, Love 
Is Blue, Oh What A Night!, and 
Give Your Baby A Standing 
Ovation. 

There Is/Oh What A Night!/Love Is Blue (I 
Can Sing A Ralnbow)/Aiways Together/Stay 
In My Corner/Bring Back The Love Of 
Yesterday/The Love We Had Stays On My 
Mind/| Wish It Was Me You Loved/My 
Pretending Days Are Over/Open Up My 
Heart/Give Your Baby A Standing Ovation 


ARETHA FRANKLIN: ARETHA GOSPEL 


Aroha 


Gospel 


CH8500 


Aretha’s first record, the 
historic CHESS album recorded 
when she was only 14 years old: 
gospel favorites sung with a raw 
emotional intensity. Its re-release 
now is perfectly timed, since 
gospel has never been bigger 
and Aretha’s name is as strong 
as ever. 

There Is A Fountain Filled With 
Blood/Precious Lord (Part One)/Precious 
Lord (Part Two)/You Grow Closer/Never 
Grow Old/The Day Is Past And Gone/He 
Will Wash You White As Snow/While The 
Blood Runs Warm/Yield Not To 
Temptation. 


JOHN KLEMMER: BLOWIN’ GOLD 


panne 


af 


CH8300 


a2 en 
panera CHESS JAE! 


blowin’ gold 
John Klemmer 





The classic fusion album that 
has defined the course of jazz- 
rock since 1970, A 2-record set 
that includes the complete 
“Blowin Gold’’ album plus John's 
finest work from ‘‘Eruptions’’ and 
“All The Children Cried" 
Excursion/My Love Has Butterfly Wings/My 
Heart Sings/Hey Jude/Third Stone From 
The Sun/Free Soul/Children Of The Earth 
Flames/Summer Song/Rose Petals/A Mon 
Frere Africain/Gardens of Uranus/All The 
Children Cried/Here Comes The Child/! 
Whisper A Prayer For Peace/Pulsations Of 
A Green Eyed Lady/Journey's End/La De 
Dah/Soliloquy For Tenor And Voice. 


SIDE ONE 


MAYBELLENE Chuck Berry 
2:20 

Chuck Berry—Guitar and Vocal 
Johnny Johnson—Piano 

Willie Dixon—Bass 

Jasper Thomas—Drums 

Jerome Green—Maracas 


The Great Twenty-Eight 


LITTLE QUEENIE Chuck Berry 
2:40 

Chuck Berry—Guitar and Vocal 
Johnny Johnson—Piano 

Willie Dixon—Bass 

Fred Below—Drums 


The Great Twenty-Eight 


ROCKIN’ DADDY Howlin’ Wolf 
3:40 

Howlin’ Wolf—Vocal 

Eric Clapton—Lead Guitar 

Steve Winwood—Piano and Organ 

lan Stewart—Piano 

Hubert Sumlin—Rhythm Guitar 

Bill Wyman—Bass Guitar 

Charlie Watts—Drums 


Muddy & The Wolf 


VM READY Muddy Waters 
3:35 

Muddy Waters—Guitar and Vocal 
Otis Spann—Piano 

Michael Bloomfield—Guitar 

Paul Butterfield—Harmonica 
“Duck” Dunn—Bass Guitar 

Sam Lay—Drums 


Muddy & The Wolf 


SHE’S MINE SHE’S FINE Bo Diddley 
2:42 

Bo Diddley—Guitar and Vocal 

Billy Boy Arnold—Harmonica 

Jerome Green—Maracas 

Frank Kirkland—Drums 


Wizards from the Southsize 


EVIL 
3:01 
Howlin’ Wolf—Vocal and Harmonica 
Hubert Sumlin—Guitar 

Jody Williams—Guitar 

Otis Spann—Piano 

Willie Dixon—Bass 

Earl Phillips—Drums 


SIDE TWO 


OH WHAT A NIGHT! 
3:59 


Howlin’ Wolf Wizards from the Southside 


The Dells 


GIVE YOUR BABY A STANDING OVATION The Dells 
4:13 


PRECIOUS LORD, PART II 
2:50 
Aretha Franklin—Vocal 


Aretha Franklin Aretha Gospel 


WHILE THE BLOOD RUNS WARM Aretha Franklin 
3:02 
Aretha Franklin—Vocal 


Aretha Gospel 


MY LOVE HAS BUTTERFLY WINGS 
3:50 

John Klemmer—Saxophone and Electronic Hom Effects 
Richard Thompson—Piano and Organ 

Pete Cosey—Guitar 

Phil Upchurch—Bass 

Morris Jennings—Drums 


John Klemmer Blowin’ Gold 


SOLILOQUY FOR TENOR AND VOICE John Klemmer 
1:37 

John Klemmer—Saxophone, Wood Flute and Echoplex 

Richard Thompson—Keyboards 

Art Johnson—Guitar and Echoplex 

Wolfgang Melz—Electric Bass 

Bob Morin—Drums 

JACKET MADE IN CANADA 


Blowin’ Gold 


CHESS RECORDS, A Division of Sugar Hill Records, Ltd, Manufactured by Sugar Hill Records, Ltd.,96 West Street, Englewood, New Jersey, 07631 
All Rights Reserved. Unauthorized duplication |s a violation of applicable laws, Jacket made in Canada. 
© 1982 Sugar Hill Records, Ltd. 
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(Henry Nelson y M. Loubet) 


y _ CUMBIA SABROSA 
Vil CUMBIA CARIBE 
==, (Lucho Campillo) 


LA CUMBIA ES UNA MUJER 


(Orlando Pefiaranda) 


LUCY ABUCHAIBE 


(Rafael Machuca) 


LA CUMBIA DEL SR. VELA 


(Senén Palacios) PREDISA 


CON UN CLAVELITO 


(Loubet - Castellon - Cabrera) 


Pm, - 


Coordinacién del Programa: VICTOR M. NANNI 
Hecho en Mexico y Distribuido por FABRICA DE DISCOS PEERLESS, S.A de GV Mus Rep Apdo 17.674 Mexico, | Miembro de Amproton 
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EL LLANTO DEL PESCADOR 


(Alberto Ramirez) PREDISA 


POR LA MADRUGA 


(F. Mayo) 


LA NOVIA DE LOS KISS 


(H. Nelson y M. Loubet) 


CUMBIA DEL CLARINETE 


(Abraham Gonzalez) 


DISCULPAME 


(Alejandro Jaen) EDIMUSA 


CUMBIA MIA 


(D. Lopez) 


JUAN "7. 2) 4 -La Segunda del Cafetero- 


(Senén Palacios) PREDISA 


Disefio Grafico: RUBEN GARIBALDI M. 
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Who Put The Bomp?* The Oogum Boogum Song 
¢ BARRY MANN ¢ BRENTON WOOD 


Dum Dum Ya Ya* 
e BRENDA LEE ° LEE DORSEY 





Rama Lama Ding Dong* - Iko Iko* 
° THE EDSELS - ke e THE DIXIECUPS 


The StooR Shoop Seng (La La) Means | Love You* 
Ces SS) J =~ THE DELFONICS 
» BETTY EVERETT (isle BELIFON 


Wooly Bully 
Papa Oom Mow Mow ‘ 
e RIVINGTONS = SAM THE SHAM & THE 


PHARAOHS 
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SIDE A 
John Denver 
(From the “JOHN DENVER” album —AQL1-3075) 
DOWNHILL STUFF 
WHAT'S ON YOUR MIND 
JOHNNY B. GOODE 


Evie Sands 
(From the “SUSPENDED ANIMATION” album —AFL1-2943) 


GET UP 
KEEP MY LOVE LIGHT BURNIN’ 


SIDEB 


Enchantment 
(From the "JOURNEY TO THE LAND OF ENCHANTMENT" album — 
BXL1-3269) 


FUTURE GONNA GET YOU 
I WANNA BOOGIE 
Evelyn “Champagne” King 
(From the “MUSIC BOX” album —AFL1-3033) 
MUSIC BOX 
LET’S START ALL OVER AGAIN. 


SIDE C 
Bonnie Tyler 
(From the “DIAMOND CUTS" album—AFL1-3072) 
MY GUNS ARE LOADED 
BABY I JUST LOVE YOU 


Max Demian Band 
(From the “THE MAX” album — AFL1-3273) 


HAVE A GOOD DAY 
HIGH SCHOOL STAR 


SIDE D 


Gichy Dan’s Beachwood #9 
(From the “GICHY DAN'’S BEACHWOOD #9" Album—AFL1-2938) 
LAISSEZ FAIRE 


LADY FROM THE CARIBBEAN 
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of a wave. By the first recording date heard on this album (vol. 3 of 6), the band was enjoying a winter 
» season’ broadcasting several nights each week from Chicago’s Black Hawk Restaurant (their winter 
headquarters). They had just finished a punishing summer tour, playing 86 cities in four months. For this 
Tigorous work schedule, the band was compensated handsomely. The orchestra collected for each engagement 
$3500 or 80 per cent of the gate, whichever was greater. The strain of constant travel was relieved somewhat 
~ by the comfort of their own special train cars as rails took them across Illinois, Missouri, Nebraska, Kansas, 
+ Iowa’ and Minnesota. > : 
“Now, the band’s shows on WGN were bringing them profitable exposure while they, made $125 per | 
member weekly for playing the restaurant gig. In 1928, Florsheim Shoes began sponsoring broadcasts, 
and the orchestra was delighted to receive an additional $50 per man, just for playing on the air! 
~ + Florsheim added a special one hour Sunday broadcast to advertise the firm’s entry into ladies’ shoe sales. 
On this show Joe and Coonie, performed without the band, introducing a new song by Joe each week. 
Some were titles like INTANGIBILITY, SPARKS, and SOUTHOLOGY, ambitious entries into the realm 
of the “serious” modern compositions typified by Rube Bloom’s popular SOLILOQUY. These tunes and 
‘others elevated Joe into the echelon occupied by the more frespectable pop song writers. A folio edition 
ontaining many of these songs is available today in scores for symphony orchestras. 
” During 1928 Joe also published five popular song hits: BELOVED and LITTLE ORPHAN ANNIE 
- with lyricist Gus Kahn, plus HAROLD TEEN, SITTIN’ AND WHITTLIN’ and WHAT A GIRL! WHAT 
AINIGHT! with words and music by Joe. WHAT A GIRL as Joe’s biggest hit and it appears on this album. 
LITTLE ORPHAN ANNIE (not the theme of the 30’s radio series), HAROLD TEEN and SITTLIN’ AND 
* WHITTLIN’ will be on volume four. Joe considered himself a better composer than lyricist, and probably 
Was relieved to write the contemporary and semi-classical music, which spared him the need to add lyrics. 
He also did all the arrangements for the band. Other bands listened to his charts, giving life to his influence’ 


| 
{ 
: , At the end of 1927 the Coon-Sanders Orchestra, as it was now called on record labels, rode the crest 





































‘on/a generation of arrangers, including Glenn Miller. f 4 Ae 
| The last two of Joe’s stomp tunes, HALLUCINATIONS and BLAZIN’, are here. The latter compares 
interestingly with Fletcher Henderson’s version cut a year later. Its young arranger, Benny Carter, obviously * 
Kept some of Joe’s ideas. HALLUCINATIONS opens the LP, showing off the full Coon-Sanders bag of 
) _ tricks. Three related melody strains each include the rhythmic phrase repeated in the'trumpet intro, lending 
ye continuity to an arrangement full of abrupt contrasts. A stop-time alto, a trumpet solo, then off with a 
S ney theme voiced by a clarinet trio. Suddenly a third theme appears and Joe’s playing a jaunty piano solo 
backed by very soft muted brass. A wonderful arranging detail, itis the very essence of potted-palm nostalgia, 
| and the'feeling is magnified in the sugary, bouncing sax section which follows. The whole piece is almost 
la parody of 20’s dance band arranging, with its intense perios flavor. 4 
"This flavor is everywhere on the pop tunes, most of which were also recorded by other artists. The 
Coon-Sanders treatment makes theirs the definitive versions. Some of them, like TOO BUSY, STAY OUT 
_ OF THE SOUTH, and’IS SHE MY GIRLFRIEND? (with its full chorus of good-humored trumpet ys. 
__ baritone sax) exude a bright up-tempo optimism. Others, like READY; FOR THE RIVER, DOWN WHERE 
_ THE SUN GOES DOWN, and SMILING SKIES, while written with a sense of yaudevillian sentimentality, 
are delivered sincerely and with a certain wistful charm. t 
_ »_ HERE COMES MY BALL AND CHAIN was rejected by other bands, but was turned into a Coon- 
' \Sanders¢rademark with the. performance given here. For a while, contracts required the band to play it 
t least once a night. Joe or used the tune after Coonie’s death with his own band up until its demise in 1952. 
_ Of special historical interest are all four issued sides made by the band moonlighting as the Louisiana 
hythm Kings, This seldom-heard session includes’ the otherwise unrecorded WHEN YOU’RE SMILING / 
DUSKY STEVEDORE (with vocals by Harry Maxfield), an orginal stomp called SKINNER’S SOCK, 
a reprise of HALLUCINATIONS. 2 PUPPET . 
} The musicians heard on this album were all well polished and tightly knit together - experts at their 
: ie Of course, the vocals by the band’s leaders were perf mrmmance highlights and quite original within 
ie genre, But all the soloists also display identifiable personaliti pecially the ever-present Bixian trumpet 
if Bob Pope. Trombonist Rex Downing also shines, whether) jamming in a relaxed Bill Rank manner, 
ar blowing stfaight melody with a tone that enyelo es the) 8 i¢r like/a thick fog. Note the richness of 
tail aided by brass bassist’Elmer Krebs, His tistbedinded /add'depth to the brass ensemble parts, and 
abandons the com-pahs to float along with the mejody line‘ or play a short break, 
Coon-Sanders Orchestra at the height of its fdme before’ changing musical styles began to. 
jhe recordings in this album define what fea 20's dance music was all about; 
Lae : Te Vit oF / 


) 
































all 


| 








on - Joe Sanders 
IGHTHAWK ORCHESTRA . 


ee: “BLAZIN” (1927-1928) 


S INTERMISSION 


BR-146 


» Same personnel. May 29, 1928. 


" 4. READY FOR THE RIVER - vJoe SandefS ..............-. 


PWN 





























We wish to thank the following collectors who have contributed to this project: Leonard Schwartz, Steve 
Smith, Steve Lavine, Steve Hester, Charlie Rasch, Paul Burgess, Chet Myers, Ed Polic, and Stan Hester. 

At this time we wish to issue a special thank you to Harvey Rettberg for his contribution to this project. 
We apologize for his name being omitted from Volume Two. 

And a special thanks to Trudy Sanders and John Coon for their permission and cooperation in making 
this project possible. 

We would like to dedicate this album to Gertrude ‘‘Trudy’”’ Sanders who passed away on April 18, 
1989; before this series could be completed. 


PERSONNELS: 
‘Side One 


Carlton Coon-d-y-ldr; Joe Sanders-p-v-Idr; Bob Pope & Joe Richolson-t; Rex Downing-tbn; Harold Thiell 
& John Thiell-cit-as; Floyd Estep-clt-ts; Russ Stout-bj; Elmer Krebs-bb. December 14, 1927. 


il, HALLUCINATIONS (instrumental)... .. 20.0.0... 222-02 ee cece cece cece eee cece sees 3:03 

‘2, STAY OUT OF THE SOUTH - vCarlton Coon & Joe Sanders. . 3:20 

3. IS SHE MY GIRL FRIEND? - vJoe Sanders......... 0c 006 ADDU SBE SE AD BAS CUCHESsnaaE 3:20 
i) 





seuss 2S 
iS OH! YOU HAVE NO IDEA - vCarlton Coon & Joe Sanders...................-------- 3:13 : 


Same personnel. June 27, 1928. 


6. TOO BUSY! - vCarlton ‘Coon ... 


Mechs. Saar erer ;-3:018 
7. BLAZIN’ (instrumental) 


ees ec eee 254 











Same personnel. June 29, 1928. : 
8. DOWN WHERE THE SUN GOES DOWN - VJoe Sanders......................-+----- 32113 ’ 
Side Two 


LOUISIANA RHYTHM KINGS: Carlton Coon-d-ldr; Joe Sanders-p-ldr; Bob-Pope & Joe Richolon-t; 
Rex Downing-tbn; Harold Thiell & John Thiell-clt-as; Floyd Estep-clt-ts; Russ Stout-bj; Elmer Krebs-bb; 
Harry Maxfield-y. August 13, 1928. . Whe ' . 


. WHEN YOU’RE SMILING - vHarry Maxfield 
. DUSKY STEVEDORE - vHarry Maxfield . 
. HALLUCINATIONS (instrumental)....... 
. SKINNER’S SOCK (instrumental) 






Same personnel (as December 14, 1927). November 20, 1928. 










Same personnel. November 27, 1928. 


7, SMILIN’ SKIES - vCarlton Coon .........cceceeceeveveseceavecetdavecicecees 
8. HERE COMES MY BALL AND CHAIN = vioe Sanders . . 
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JOSE OCTAVIO 
Con Los Nietos 


Side A 
1. UNA VIEJA CANCION (CURRI-DALLA/EMMANUEL)—4:01 
2. AMOR QUE MATA (ALVARO TORRES)—3:39 
3. MI COMPLICE (JOAN SEBASTIAN)—3:47 
4. ADICTO(ALVARO TORRES)—3:41 


Side B 


1. DEBO HACERLO (JUAN GABRIEL)—4:36 
2. DOQUIERA ESTAS TU (JUAN GABRIEL)—3:51 
3. SOLO IMPORTAS TU (FRANCO DE VITA)—4:07 
4. CHEVERE (OMAR ALIANO)—4:29 


Productor Ejecutivo: Ralph Mercado 
Productor: Chery Jimenez 
Fotografia: Raul Cubillas 
Estudio de Grabacion: EMCA 
Mezcla: July Ruiz, Sammy Velasquez, Santiago Veloz 
Arreglos: Sonny Ovalle 


Para Contrataciones 
Ralph Mercado Management Corp. 
1650 Broadway Suite 1206 
New York, NY 10019 
Tel. (212) 541-7950 





® © 1988 RMM RECORDS, CORP., 1650 BROADWAY, SUITE 1206, N.Y., N.Y. 10019 
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LADO: A 
- AHORA VUELVO YO 
A ) EL VIVO 


ARIOCA 
ANTIGUO 
‘HO 
AS ROCAS 
RCO DE GUERRA 
OMBO EMPENOSO 
EL MARICONCITO 
AVE DE MI CUARTO 
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ILLOKY (GARY & (0) AW OLA DRAM OANA Lah Cex? 
“MIGUELITO BARRAZA”, que actualmente brilla por su calidad en 
el programa televisivo Humor Redondo, considerado por la critica 
especializada como uno de los mds jovenes valores en el género. Las 
excelentes virtudes de este gran comico.ya la conocemos a:través de 
sus diferentes actuaciones. 

En este primer Long Play que realiza para nuestra productora discografica 
hace gala de su mejor repertorio humoristico, con sus mas graciosos 
chistes y ocurrencias, 
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AMALIA BATISTA 

EL AMIGO RECONTRADURO 
EL LORITO 

PURA SANGRE 
EL.CONCURSO DE MARICAS 
LA CIRUGIA AL COCODRILO 
LA BEBA DE LA CASA 

EL CANTANTE DE TANGOS 
EL ESPANOL COCHINITO 





— GRASA EN LA SOGA 
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LA CUMPARSITA 
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Trompetas: EL BARRANQUILLERC 
JOSE RAFAEL ARAUJO : 
JOSE “CHEO?”’ RODRIGUEZ Y QUE Y QUE = 
Bass: / | ; BAION DE MADRID 
OSCAR JAIME SARRIN RECUERDO TUYQ 
fearon HURTADO. | : TIEMPO Y DISTANCIA 


Percusion: f ; ESQUINA DEL CANON VERDE 
{0} Xe} 0) 8) 1 W =) :Xo) ’ : : 
NEPTARIO FARIA % | 

NELSON HENRIQUEZ - 





Vocal: 

NELSON HENRIQUEZ 

Arreglos: g ZAGUATE CUMBIA 
HECTOR HURTADO 4 as , OYE MORENITA 
NELSON HENRIQUEZ . EL PERGAMINO 
Ratcon teMaiGuRe ; 1s Sie FIESTA EN MONTERIA 
Produccion; Died: papal itiem? PA’ CARTAGENA 
NELSON HENRIQUEZ eae Mi. Petite MAB. =) oil Ml NAVIDAD 
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RAMITO __ 
EL CANTOR DE LA MONTANA 


LADO 1 
1. CIEGO POR TRES DIAS - AGUINALDO 
2. NO CAMBIO A MI PUERTO RICO - SEIS 
3. ESTRELLA DE ORIENTE - AGUINALDO 
4. 
5 
6 





ALP 1478° 
Vol. 4 


Guaracheros 
De Oriente 
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t Las 3 Guitarras 
} Papeles Viejos 


ALP 1491° 
Vol. 9 


*Obtenibles En Estereo 
**Compatibles 





ENSALADA DE INGLES Y ESPANOL - SEIS 


. LO QUE NO PUEDE PINTARSE - MAPEYE 
~ e 
. FELIZ ANO NUEVO - AGUINALDO 
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SANCIO 
co 





ALP 1480° 
Vol. 2 


Vinicio Franco 
Merengues 


J. Rodriguez 
Trio 





ALP 1493 
Vol. 3 


Viniclo Franco 
Merengues 


Trio Vegajaberio 
Sigamos Pecando 





CONTENIDO 
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Magaldi Jr. 


RRO 





Ramito 
Santeros 
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SALP 1513 


VOLUMEN 13 


LADO 2 

. JESUS AMOROSO - AGUINALDO 

. SENTENCIA DE MUERTE - SEIS 

. EXPERIMENTO - MAPEYE 

. PUERTO RICO ES UN DIAMANTE - SEIS 
. VIVA PUERTO RICO - PLENA 

. FELICES DIAS - AGUINALDO 
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Vol. 2 


Luis Kalaff 
Merengues 


DANZAS 


Vol. 1 
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Vol. 10 


Ramito 
Acontecimientos 


ALP 1488** 
Vol. 6 





Julita Rose 
No Me Escribas 
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FOI DEUS 
COIMBRA 

ARRAIAL DE SANTO ANTONIO 
LISBOA ANTIGA 

NEM AS PAREDES CONFESSO 
LISBOA A NOITE 

SAUDADE VAE-TE EMBORA 

Al MOURARIA 

ALFAMA 

UMA CASA PORTUGUESA 
TUDO ISTO E FADO. 

CANTIGA DA RUA 


HI-FI-2075 








O MAIOR PROGRESSO EM SOM DESDE QUE A ALTA FIDELIDADE FOI INVENTADA 





Marcha Rancho 


UM TOQUE BRASILEIRO NOS GRANDES SUCESSOS 
DE PORTUGAL 


GILDA VALENCA 





Capa de JOSELITO — Foto de MAFRA 
Face A: 


FOL DEUS 
COIMBRA 


ARRAIAL DE SANTO ANTONIO 


LISBOA ANTIG/ 








LISBOA A NOITE 





MASTERPIECE - MUSIDISC: 


EM AS PAREDES CONFESSO 


Rua da Lapa, 120-12.° (Sede Propria) 











Quando veio até o Brasil, contratada que fora pela Emprésa Walter Pinto, 
Gilda Valenca ja era uma artista vitoriosa em sua terra. Lisboa, que primeiro a 
aplaudira, outro remédio nao teve senao consolar-se de perder para a terra 
brasileira a cachopa graciosa e de linda voz em cuja béca o fado redobrava de 
encanto e de beleza. E como Gilda gostou do Brasil e o Brasil adorou Gilda, ela 
por aqui foi ficando e por aqui vai ficar, cada vez mais querida por todos nos, 
como cantora, como atriz, no radio, no teatro, na TV, por téda parte e a todo 
tempo. 


Casa Portuguésa foi o grande, o tremendo sucesso de Gilda Valenca, can- 
tada e.,assobiada por todos os cantos e quadrantes, recebendo, inclusive, essa 
forma definitiva de consagracao que é o servir de motivo para a gaiatice das 
parddias. Mas a versatilidade do talento da graciosa lusitana levou-a a obter 
um outro grande triunfo. E Julio Dantas, por certo, nao tera imaginado uma 
“Severa” mais sedutora e mais perfeita do que aquela que Gilda viven na 
televisao 


Cada disco lancado pela notavel artista, e éles foram varios, tem resultado 
sempre num éxito marcante. Este que aqui temos, o primeiro que ela grava 
para a MusSidisc (de onde é agora exclusiva) tem tudo para dar prosseguimento 
@ seqiiéncia de vitoria, e até mesmo de modo ainda mais brilhante. Os maiores 
sucessos da musica popular portuguésa, tao cara ao nosso ouvido, aqui desfilam. 
na interpretacao magnifica dessa portuguesinha fascinante. trazendo-nos toda 
a incomparavel docura e toda a suave meiguice que mora na alma do povo 
nosso irmao 


Das doze faixas que compdem o album, oito tiveram o seu andamento trans- 
portado para o ritmo de marcha-rancho, e sao: Coimbra, Ai Mouraria, Lisboa a 
noite, Tudo isto é fado, Lisboa antiga, Foi Deus, Saudade vai-te embora e Nem 


as paredes confesso. Os quatro numeros restantes — Casa Portuguésa, Cantiga 
da rua, Alfama e Arraial de Santo Antonio — sao apresentagos em seu ritmo 
original 


Cumpre assinalar, também, a participacao do famoso conjunto, exclusivo 
Ga Musidisc, a Lira do Mestre Lula, tao apreciada do publico atraves de gra- 
vacdes anteriores, e que, no presente LP, recebe o reforco de um grupo de 
coristas, completando a parte vocal 


Um excelente disco, sem duvida éste que marca a estréia de Gilda Valenca 
n aetiquéta de Nilo Sérgio. Que venham outros! E o que ha de dizer o publico 
depois de se deliciar em aqui ouvi-la 
Sebastiao Fonseca 
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SAUDADE VAE-TE EMBORA 
AI MOURARIA 

ALFAMA 

UMA CASA PORTUGUESA 
TUDO ISTO E FADO 
CANTIGA DA RUA 
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1. | Shall Not Be Moved 

(bs Standing In The. Ashe 

3, Lord | Lift Your N On 
4, Redeemedp _ 

5. Lord | Give You M Hea 
6. It Must Be Love 

1, This Island Needs 
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Side 8 


1. Jesus Is Coming 

2. Nothing But The BL 
3, Light OF Jesus 

4. Inna Dis. Yah Country * 

a Hallelujah x | 
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CARA A 


4. Guitarra (Mari Trini Pérez Miravete) 2:55 
2. El alma no venderé (L.E. Aute) 3:13 
3. Ni nada ni nadie (Mari Trini Pérez Miravete) 2:08 
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CAMDEN 


STEREO 


CAS -187 





4. Si no te vas con la tarde (Mari Trini Pérez Miravete-C. A. Quijada) 2:40 


5. No sé que pasara (L.E. Aute) 3:20 
6. Algo asi (Juan Carlos Calderan) 3:02 


ey N=) 


1. Ne me quitte pas (J. Brel) 3:58 

2. Decir (Patxi Andion-J. C. Zamboni) 2:25 

3. Cancion Vieja (Patxi Andion) 2:33 

4. Viento (Mari Trini Pérez Miravete) 2:43 

5. Un hombre camina (Mari Trini Pérez Miravete) 2:25 


6. Daniel (L. £. Aute) 3:35 etn 
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RCA S.A. - Doctor Fleming, 43 - MADRID-16 (Espaiia) 
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er''Chess" Miller 3-42 





4.RISE UP THIS MORNING 










2. PEOPLE NEED LOVE <~""@ 


3:53 
3. MAMMA feate-itg. Jonah ~Joshannal 3:57 
4. FRIEND FOR LIFE ie tf: 59 
5. FLOWERS IN MY GARDEN 3:58 
6. DON'T LOOK BACK parig Lad on a 


PRE-PRODUCTION: 
Tracks #1, 2. &11; Wyz Malcolm and Charles: 4 io) tt 
Track Hae Eddie Bullen - Tracks #5 & 10 Bevin Jackson (Producer) * Track #6; Fire House Crew =" 
gic #8, 9 &12; Barry gH Hare (Producer). = 


11; Pizazzudio (weston; ONT., Canada) + Track #4; Mixing Lab Studio (Kingst. n, Jamaica, W.I. + Track #5; Bulls Eye Studia 
+ Track #6; Gussie Clarke (Anchor) Studio (Kingston, Jamaica, W.I.) : Track #10; Bullsjeye - Dynamic Recording Studio 
Kk #12; Celestial Sound Studio (Kingston, Jamaica). Track #9 Grove Recordi g Studio, (Ocho Rios), Jamaica, W.I. 






TO Pink aka R: Zee Jackson (Producers) 
ernie Pittets, Castro Pink & €harlie of 












Anchor Studio (Kingston; Jamaica, W.I.) + Track #3 Barry O'Hare - Grove;Studio= Track #4; Fatta & Bulbe - 
icks #5 & 7; Sylvan Morris - Pyrat por cae: Siuelte * Track we Ticksy EmehiorStudio Paeeiae Jamaica, W.i.) 












Q 
Track #8; Cordele 
Track #10; Bevin Jag 
(Kingston, Jamaica, W 
SPECIAL NOTE: 
Tracks #1 & 11; (Copyright Control)(Melody from Bob Marley hit sone eee upipie and "Stir It Up" 
Track #2; (Copyright Control) Melody from Studio One UJAMREC Musie)}:” 


& Sylvan Moris - Dynamic 
Track #12; Steve Venture & 








Track #7: (Copyright Control) Melody from Sly and Robbie hit song "Taxi" 
Track #8 (Copyright Control) Melody from the hit song “F: 


ALL LYRICS BY COLIN LEVY" 


SPECIAL THANKS To th the following ac additional musicians: 
Sly Dumbar and Robbie Shakespeare, Fire House Grew (Drum & 
Bongo Herman (Bongo & Congo Drums) - Tony Campbell & Wyz Vi 


BACKGROUND VOCALS: 
TRACK #2 ; Sangie Davis & Glen Washington.» Tracks #1, 2, &11; Ryan Baily & Lai 
Tracks # 3, 5, 7, 9, & 10 Lorraine Se¢ott, Marcia English & Friends: 
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y Reid (Bass) + Rev., Trumpet * Dean Frazier, Richard "I-Sax" Howse (Horns) 
eslandes, Bernie Pitters, Wyz Malcolm (Keyboards). 
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More Cookin’ 























| 912917A 
| a ~ Also Available on Cassette 312917Y 


and Compact Disc 512917x 


BENNY CARTER ® MORE COOKIN’ 


SIDE 1 


1. ON GREEN DOLPHIN STREET 
(Bronislaw Kaper/Ned Washington) 
(Leo Feist, Inc. ASCAP) 


2. MEAN TO ME 
(F. Ahlert/R. Turk) 
(Pencil Mark Music, Inc., ASCAP) 


3. LOVER MAN 
(Ram Ramirez) 
(MCA, Inc., ASCAP) 


SIDE 2 


1. SOUTH SIDE SAMBA 
(Benny Carter) 
(Bee Cee Music ASCAP) 


2. | THOUGHT ABouT YOu 
(johnny Mercer/Jimmy Van Heusen) 
(Mercer Music ASCAP) 


3. Out oF NOWHERE 
(johnny Green/Ed Heyman) 
(Famous Music Corp. ASCAP) 


4. TAKE THE “A” TRAIN 
(Billy Strayhorn) 
(Tempo Music ASCAP) 





Benny Carter, alto sax 
Richard Wyands, piano 


Lisle Atkinson, bass 
Al Harewood, drums 














Benny Carter's triumphal stand at Carlos |, the master is 

again in splendid form. The informal setting (the two 
discs comprise Carter's very first recordings in a nightclub) 
sheds new light on the art and craft of this truly amazing 
man of music. 


| n this second volume of live performances culled from 


For one thing, we learn that Carter's remarkable sense of 
form and structure is not calculated but inherent and 
informs even his most spontaneous and impromptu 
playing. A Carter solo is never a mere string of choruses 
but a musical statement with its own logic and continuity. 
His ability to “clinch” choruses, to link them seamlessly, 
shows that he’s always thinking ahead and not merely in 
terms of four, eight or twelve bars at a time. And this is so, 
even though the creation of beautiful, memorable and 


always highly personal phrases is another key aspect ot his 
fertile imagination, as is his seemingly innate gift for 
melodic invention. 


Thus we can hear that Carter the great improviser is one 
and the same as Carter the great composer-arranger. In his 
case (but not in that many others), “spontaneous 
composition” is indeed a justifiable synonym for 
“improvisation.” Examples abound here, but a particularly 
fine one might be his five choruses on “Take the ‘A’ Train,” 
a joyous ride on a track that sounds anything but worn in 
these good hands. Ideas just keep pouring forth, including 
some fresh riffs, and the whole long solo is as inventive 
rhythmically as melodically and harmonically. And not so 
incidentally, Carter turns on his fellow players; pianist 
Richard Wyands outdoes himself on this piece. 


Another masterpiece in a different mood entirely is 
“Lover Man” (like ““A’ Train,” Carter's first recording of a 
great standard in a quartet setting). Somewhat ironically, 
this tune has become identified with Charlie Parker, who 
justifiably felt that his first recording of it should not have 
been issued. Carter first distills the essence of Ram 
Ramirez's lovely melody, then goes on to create enhancing 
variations, never choosing a note—no matter how 
audacious—that doesn’t fall just right on the ear. After 
solos by Wyands (who draws a chuckle from Carter when 
he quotes “When Lights Are Low”) and bassist Lisle 
Atkinson, Carter returns with more luminous ideas, 
culminating in a spectacular cadenza (breathtakingly 
virtuosic, yet pure music, not technique for its own sake) 
that, though he gently cues them back in, leaves his 
accompanists transfixed. (In a studio session, the ending 
would have been remade, thus robbing us of the very 
human aspect that is the strength of live recording). 


“Mean to Me,” a standard that somehow managed to 
escape Carter's discographical net until now, nonetheless 
seems tailor-made for him. He treats it lovingly, 
redesigning it, parsing it his way. I’ve always been 
particularly entranced by Carter's bridges (or channels, or 
releases; whichever you prefer) on AABA-structured tunes; 
he’s a past master at building these contrasting passages, 
and never repeats himself. Here, each bridge is a little 
jewel—even the half-bridge he creates in the exchanges 
with drummer Al Harewood. A musicologist could (and 
someone should) do a dissertation on Carter’s bridges. But 
of course that ain’t all...just hear how he floats his phrases 
here, and the tempo, as always with Carter at the helm, is 
deliciously right and swinging. 

“On Green Dolphin Street,” which has long been 
Carter's favorite set opener (it’s a good chop warmer, and 
the fast-moving harmonies get the mind working as well), 
is a case in point. It’s fast, but not so fast that those 
harmonies become blurred, and thus an excuse for 
coasting. From the first note, Carter establishes his 
complete authority—in terms of tone, attack, phrasing, 
definition and swing. Carter's in a blowing mood here, 
sometimes phrasing like the trumpet player he also is, 
tonguing like a champion and offering some delicious trills 
in an extended ending that at first suggests a fade, then 
goes on to surprise and delight us. What a saxophone 
player he is—among many other things. 


Indeed, delights abound. Carter’s own infectious “South 
Side Samba,” a big-band rouser that works just as well in a 
small-group setting when the composer stokes the fire, 
shows that Carter can speak Latin without an accent—he 
knows how to relax into this special rhythmic groove. For 
Carterians, “Out of Nowhere” inevitably brings memories 
of the famous 1937 Paris session. On that one, he 
exposed the melody on muted trumpet—a performance 
that made him one of my favorites on that horn, more 
years ago than | (and no doubt he) care to recall. Here he 
enhances it with an alto sound so seductive that it alone 
would be enough, but there’s that wonderful flow to go 
with it. Romantic as this performance is, Carter gives it a 
“down home” ending—one of those surprises that fit. “I 
Thought About You” is another Carter “first,” but he puts 
his stamp on it. Note how well he uses rhythmic contrast, 
as when he moves from implied double-time to perfectly 
shaped long notes. And again, there’s that tone—it’s like a 
signature. 


| haven’t had much to say about Messrs. Wyands, 
Atkinson and Harewood, but that doesn’t mean their 
contributions should be ignored. They have been Carter's 
first-choice New York rhythm team for several years 
running, and that’s a significant seal of approval. Wyands 
always tells a story when he solos and is a most alert 
accompanist. Atkinson’s solo conception is highly original, 
but he knows what to do in the ensemble. And 
Harewood’s a spirited drummer who can handle any 
groove. 


This fine record is the next-best thing to catching Benny 
Carter live. They don’t come any better. 


Dan Morgenstern 


TIMINGS: 
Side 1: 10:47, 8:57, 11:47/31:45 
Side 2: 7:19, 6:27, 7:26, 10:15/30:28 


Recorded live at Carlos | in New York City, October 5, 6 and 9, 
1988 

Special thanks to John Hines and the staff of Carlos | 

Produced by Ed Berger 

Engineering: Gregory K. Squires 
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A LITTLE BIT OF SOAP 
SHE LOVES T0 DANCE 
ONE BY ONE 
KEEP YOUR MIND ON ME 
COME ON GIRL 
WHY AMT A FOOL FOR YOU 
THE WAY YOU LOOK TONIGHT** 


LITTLE LONELY ONE 
GEE OH GOSH 
RED SAILS IN THE SUNSET 
LONELINESS** 
PLL FOLLOW YOU 
YOU DON'T BELIEVE A WORD I SAY 
LITTLE BUC 





LON PLAY 
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om She e/Messiah 


George Frederic Handel's ‘‘Messiah”’, first performed in 
Dublin Ireland, April, 1742, remains today as the most 
popular oratorio. The great ‘‘Hallelujah’’ chorus in itself 
is a monument to a great master of choral writing. 


The tremendous sound created by this musical genius 
over 200 years ago is fantastic. He must have written the 
solo and choral parts for some wonderful florid voices of 
his day, considering the flexibility and rapidity necessary 
for delivery of this inspired oratorio. 


There is a thematic unity in this musical work that is un- 
paralleled. From sadness to rejoicing — from terror to 


triumphant utterances. Considering that his works were 
never performed for an audience of more than 500 people 
in his day, his orchestra necessarily consisted of a small 
string section, a few woodwinds, and an occasional trum- 
pet and tympani. But when augmented today to a larger 
orchestra to accomodate the sound in a large hall — the 
music strangely sounds just as beautiful and transparent. 
This is because of his skill in voicing his counterpoint 
without blurring. 


Handel was born in Germany 1685 but went to England 
in 1712 and lived there until his death in 1759 where he 
was accepted as the greatest English Composer. 
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Side A... HALLELUJAH 
EVERY VALLEY SHALL BE EXALTED 


0, THOU THAT TELLEST GOOD TIDINGS TO ZION 
HOW BEAUTIFUL ARE THE FEET OF THEM THAT 


PREACH THE GOSPEL OF PEACE 
WHY DO THE NATIONS 


Side B... FOR UNTO US A CHILD IS BORN 
COMFORT YE, COMFORT YE MY PEOPLE 
HE TRUSTED IN GOD 
| KNOW THAT MY REDEEMER LIVETH 


THE TRUMPET SHALL SOUND 
AMEN 


TECHNICAL DATA 


This particular record was recorded on an Ampex Model 300 Tape Machine using Telefunken 
Neumann, EV667 Microphones. 

The Masters were cut ona fully automatic Scully Lathe with Miller Cutter Heads driven by spe- 
cially designed 200 Watt Mcintosh Amplifier. 

The total frequency range of 15 CPS to 25,000 CPS is on this record, however, it is not within 
the range of the human ear. It is included in the mastering because of the feeling that this upper 
and lower range of frequency responses provided the listener with a more rounded tone and 
gives the recording a lush sound. 


This recording may be played on any 3313 RPM record playing instrument; but the wide range 
and fine technical features incorporated in this record will be most fully realized on playback 
equipment of extreme high fidelity. 






LOW) FREQUENCY, LIMIT, 0.2.2... .n. oc cccccucsscsserssenscsssnsseconssansesssscnseessssssssnnsenses 15 CPS 
HIGH FREQUENCY LIMIT . 25,000 CPS 
CROSSOVER. 00.0.2... cccccesessccosseveccsscetctsesccencetccseeesescesececoseseccceaeeensnqhaccaesecnccanens 500 CPS 
ROLLOFF iiceccssvcceeesvencnceceossunucectcersvsengneseuseccccntsstraveceseresssccusnnueses 13.75 DB at 10 KC 


PARADE RECORDS 


This is a Parade Long Playing 334% RPM Record, unbreakable under normal use, For greater enjoyment it should always be kept away from heat and stored in this sleeve. 


Dust and dirt should be removed from this record with lint free cloth, 


Printed in U.S. A. 


Mfg, by Parade Record Co., Newark, N. J. 
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FACE B 


SE TE AGARRO COM OUTRO TE MATO 
CACHO CASTANA — VERSAO JEAN PIERRE 


AMOR, AMOR 

F. LOPEZ CEPERO — A. JOSE 
SOBRAM AS PALAVRAS 
BRAULIO — A. GARCIA — A. JOSE 


FRANCESKA 
ANTONIO GUIJARRO — AUGUSTO ALGUERO 





FACE A 


DEDICADO A TI 
A. LO VECCHIO — S, ROCCHETTI — A. JOSE 


VERDE VINHO 

UDO YURGENS — KUNZE — PAULO ALEXANDRE 
DESCULPA 

ELTON JOHN — BERNIE TANPIM — A. JOSE 
NUVEM PASSAGE1IRA 

HERMES AQUINO 

CANTIGA DA GENTE NOVA 

EDUARDO GARCIA — ROCHA DE OLIVEIRA 


MOCIDADE, MOCIDADE 
NUNO N. FERNANDES — CARLOS COELHO 
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PRINTED IN PORTUGAL 


ARRANJOS, DIRECCAO E COROS DO 
MAESTRO ROCHA DE OLIVEIRA 
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LADO A 


ACORES UM CONVITE (V. Cruz, Pai - T. Frazao) 
HORTENSIAS (V. Cruz - T. Frazao) 
A ILHA, O MAR E EU (T. Frazao) 
CHARLESTON (T. Frazao) 
MAR DAS ILHAS (V. Oliveira - L. Bettencourt) 


LADO B 


ADEUS ACORES (A. L. Macedo - T. Frazao) 
ILHA (A. L. Macedo - T. Frazao) 
O NOME DE MARIA (V. Cruz - T. Frazao) 
SEM PALAVRAS (V. Cruz - T. Frazao) 
LAVADEIRA (J. T. Medeiros - L. Bettencourt) 


Orquestracdes de TEOFILO FRAZAO 
Fotos de MANUEL PAIVA 
Direcgao Técnica de LUIS BETTENCOURT 
Gravado no ANGEL STUDIO 
Técnico: JOSE FORTES 
Direcgao de orquestra de REIS GOMES 


VOOS DIRECTOS 
CANADA — ACORES 
AGORES — CANADA 











SANTA MAE 





LADO A LADO B 
SANTA MAE 4:37 CANTO AOS AGORES 2:15 
Letra. H. Garcia Letra. H. Garcia 
ALA RIBA 3:17 ELA PARTIO 3:18 
Letra. H. Garcia Letra. H. Garcia 
CORACAO CORACAO 3:30 VEM VEM 4:04 
Letra. J. Alfredo J. Letra. H. Garcia 
A NOITE 2:30 VOU PERDER A CABECA 3:20 
Letra. D.R. Letra. D.R. 
NAO VENHO NEM VOU 4:13 LUANDA 3:08 
Letra. D.R. Letra. D.R. 
MUSICOS 
BATARIA — D. Monteiro/M. Botelho QUERO AGRADECER A TODOS QUE COLABORARAO 
PIANO — A. Sousa NO MEU DISCO" H. Garcia 
VOZES Producdo e Distribuicao 
@WAlvemaz HENDA RECORDS INC. 
G. Machado Mt. Vernon, N.Y. 


Gravado nos Estudios 
P.O.P. San Jose, Ca. 
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KANT IE: KANT 2: 
O SOLE MIO (di Capua-Capurro) AGNUS DEI (Bizet) 
Met leden van het Scala Orkest, Milaan olv Dino Olivieri 
Opnamedatum: augustus 1953 Opnamedatum: mei 1936 
MATTINATA (Leoncavallo) PANIS ANGELICUS (Franck-Gazzera-Grossi) 
Met leden van het Scala Orkest, Milaan oly Franco Ghione 
Opnamedatum: april 1935 Opnamedatum: juni 1936 
MARECHIARE | (Tosti-de Giacomo) OMBRA MAI FU (Handel) 


Met orkest oly Walter Goehr 
Opnamedatum: juni 1938 


LA SERENATA | (Tosti-Cesareo) 


Met orkest oly Dino Olivieri 
Opnamedatum: februari 1938 


OCCHI DI FATA (Denza) 


Met orkest oly Walter Goehr 
Opnamedatum: juni 1938 


LUCIA, LUCI (de Curtis) 








5 |C 045-01714 |M 





“Largo” uit Xerxes” 


AVE MARIA (Bach-Gounod) 
Opnamedatum: mei 1936 
AVE MARIA (Schubert) 


PIETA SIGNORE! 


Met leden van het Scala Orkest, Milaan oly Carlo Sabajno 


Opnamedatum: augustus 1953 


CARRETTIERI = (Gibilaro) 


Met orkest oly Vito Carnevali 
Opnamedatum: februari 1949 





Richard Tauber 

Flisterndes Silber, rauschende Welle - Das alte 
Lied - Da draussen in der Wachau 

Joseph Schmidt 

Wenn der alte Brunnen rauscht - Wiener 
Bonbons - Launisches Gliick - Simplicius - 
Wenn bein Wein ein Walzer erklingt 
Beniamino Gigli 

La canzone dell’amore - Addio, bel sogno - 
Caro mio ben - The lost chord 

Tito Schipa 

Ave Maria (Schubert) - La Serenata (Standchen) 
(Schubert) 

Richard Crooks 

The rosary - The holy city 

HMV 045-25228M 







uit ”Messa da Requiem” 


Reniamino Cig 











Met het Berlijns Staatsopera Orkest oly Bruno Seidler-Winkler 


Met het Berlijns Staatsopera Orkest oly Bruno Seidler-Winkler 


Met orkest olv Sir John Barbirolli C.H.en Herbert Dawson, orgel 
Opnamedatum: maart 1933 


Met het Berlijns Staatsopera Orkest oly Alois Melichar 


Met orgel, strijkorkest en harp olv Rinaldo Zamboni en Herbert Dawson, orgel 


Opnamedatum: november 1947 


(Stradella) 


Met leden van het Scala Orkest, Milaan olv Carlo Sabajno 
Opnamedatum: november 1932 


INGEMISCO TAMQUAM REUS (Verdi) 


Met het orkest van de Opera in Rome olv Tullio Serafin 


Opnamedatum: augustus 1939 


® 1975 EMI Records Ltd. 


at: 

Vera Schwart 
Jarmila Novotna 
Carlotta Vancoati 





Richard Tauber 

Schénste der Frauen - Du bist meine Sonne - 
So wie um den Sonnenball - Sché 
blaue Sommernacht "Giuditta” - Sc 
zagendes Herz Das Fiirstenkind” - Von Apfel- 
bliiten einen Kranz - Wer hat die Liebe uns ins 
Herz gesenkt - Kann es méglich sein "Das Land 
des Liachelns” - Li ippen schweigen - Viljalied: 

Es lebt eine Vilja Die lustige Witw Warum 











hat jeder Friihling - Willst du? "Der Zarewitsch” 


(Lehar) - Wie mein Ahn zig Jahr’ Der 
Vogelhandler” (Zeller) - n, das liegt mir 
nicht "Eine Nacht in Venedig” - Als flotter 
Geist... Ja, das alles auf Ehr’ "Der Zigeuner- 
baron” (Joh. Strauss Jr.) 
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Joseph Schmit. 


ia faa 





Joseph Schmidt zingt 
Nederlandse en Duitse liedjes 
Ik hou van Holland - Het vis 
Weisst du was schon wiir’ - 







signorina - Warum gehst d 
Einst in ferner zeiten Tage 
erglithet - Aus himmlische 
geht um die Welt - Frag’ nic 


kennt- Ein Stern fallt vom Himn' A singe 
dir ein Liebeslied - I’m happy when it’s raining - 
Die Liebe siegt 

HMV 045-28626M 


Hoesontwerp/ illustratie: Jacques Heere 


"Il Trovatore 
"Un Ballo in Maschera” - Questa o quella 
Rigoletto” - Ingemisco tamquam reus 
“Requiem” (Verdi) 


EMI-BOVEMA MAN 
HOLLAND EM? 





Jussi Bjérling 

Una furtiva lagrima "L’Elisir d’Amore” 
(Donizetti) - Cielo e mar "La Gioconda” 
(Ponchielli) - Donna non vidi mai "Manon 
Lescaut” - Che gelida manina "La Bohéme” - 
Ch’ella mi creda libero "La Fanciulla del West” 
- Nessun dorma "Turandot" (Puccini) - Cujus 
Animam "'Stabat Mater” (Rossini) - La fleur que 
tu m/avais jetée Carmen” (Bizet) - Mi batti il 
cor...O Paradiso "L’Africaine” (Meyerbeer) - 
Instant charmant...En fermant les yeux - Je suis 
n! fuyez douce image Manon” 

Ah, si! Ben mio coll’essere io tuo 








seule. 
(Massenet 





- Di’ use fedele il flutto m’aspetta 
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CONNIE DE NAVE 
Public Relations, Inc, 
200 W. 57th Street 
New York, NY 10019 
(212) 586-1330 


Greetings Pilgrims Your Search Is Ended: 


Now, we know it's been a very long time since the first time we gave you the 
word on the approaching date of the new Jonathan King solo album, Sure, we 
know you've been haunting your mailbox, accusing your postman of terrible 
deeds because it hasn't arrived, There are lots of excuses that we could 
think up about what took it so long to get to you, how 'bout the Flooding 
of the Nile or a sudden outbreak of the bubonic plague in Coney !sland? 

But, what's the point of making excuses after all this time here is your 
very own copy of Jonathan King's Pandora's Box, 


Jonathan King is Probably one of the funniest songwriters around, He is 
also the number one record producer in England and the President of his own 
record label, UK Records. Each song he sings has a unique sound of its own 
because Jonathan King looks at the world through a pair of glasses that are 
tinted a color you've never seen before, 


Think about it. Who else would set Jonathan Swifts "A Modest Proposal'' to 
music and get away with it? Who else could sing a song like "Supershit'' and 
make it hummable or take a theme like ''Be Gay'’ and put it to a Buddy Holly 
beat. Did we hear you say ''and who would want to?! That's no attitude to 
take my friends, Pandora's Box is the album you've been waiting for, 


Take a listen and then tell us what you think, If you like it don't send 
Flowers, that won't be necessary, We know you care, 


Just a reminder, Jonathan King will be in New York and available for inter- 
views starting September 17th. Call us if you'd like to speak with him. 


Lots of good wishes, 


Connie De Nave 
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The master’s formula: 


Kitsch + Laughter 
Top 10 Smasheroo 


BY AL CLARK 














Ten minutes into the conversation and 
Jonathan King, wearing last -‘'ght’'s 
dress shirt with this morning's functional 
casuals, is beginning to warm to the occ- 
asion. 

A photographer ensconced in a huge 
sheepskin coat announces himself at the 
Teception desk. “Are you an attractive 
photographer or a_ boorish photog- 
rapher?”- King inquires through the 
office door. “Come and show your face 
and I will tell you instantly.” The photo- 
grapher shows his face and awaits judge- 
ment. “Well, you look American for a 
start. Can you wait ten minutes over a 
cup of coffee or would you like to do 
photos now?” 

The photographer explains that he 
would prefer free access: “Just don’t mind 
me”. “But you look terribly big and 
mindable. Alright, take your coat off 
and we might not mind you”. The 
photographer shuffles away to unpack 
his camera and King touches himself up. 
“How very disturbing. Do I look my 
best? Do you think my many teenage 
fans will continue to fancy me if they 
see me taken casually? Bring some pads 
Carol”, he shouts to his secretary, “and 
some cheque books and some telephones 
which I can pick up at certain moments”. 
An expression of disbelieving mock- 
horror shifts across his face when he 
finds her following his instructions. 
“Honestly dear, I wasn’t being serious. 
The trouble is nobody can tell the differ- 
ence between my image and the reality”. 

The demarcation line, never easy to 
pinpoint, has become even more nebu- 
lous in the two years that have elapsed 
since King left his powerful position as 
General Overseer at Decca to pursue in- 
dependent production. That is, to produce 
tapes and sell them individually to dif- 
ferent record companies, with his identity 
safcly camouflaged by some outrageous 
pseudonym. He felt the time had come 
to discover whether he had an aptitude 


for. making. commercial records ar_ | 





four Manchester schoolgirls he called the 
(gulp) Angelettes that King decided to 
go to America with the intention of 
selling some masters. He felt it was time 
to muscle in, so he did the rounds of 
the record company executives. “Some 
I found incredibly nice, others a bit 
over ambitious and rather tedious. But 
nice or tedious, they were all very clever 
executives as opposed to over here where 
most record company executives are 
lunatics and would be disastrous in any 








on Jonathan King 


of U.K. Records 


America being the home of well-pro- 
duced made-to-measure pop music. what 
possible reason could there be for 
assuming it would be receptive to a 
synthetic Anglo-Saxon nephew? What 
gives King the impression that the USA 
will buy back what he’s assimilated of 
its culture, of R&B-based pop, of the 
Barry/Crewe/Spector school of produc- 
tion? “I think the added ingredient in 
my formula is something that seems to 
have disappeared from the American 


whether he was simply very good at 
hyping. He already knew he was very 
good at hyping, so he decided to issue 
a record under a group non-name to see 
how it went. 

“A good friend of mine, Phil Ochs, 
was over at the time and we were wan- 
dering around Dickens’ house. Phil Ochs 
pretends to be an anarchist and moves 
around in that backwash, but he’s 
actually a hardcore reactionary — a 
lovely person and terribly talented, but 
ultimately a very sentimental conservat- 
ive. So we were going around Dickens’ 
house and he kept saying ‘Gee Jonathan, 
is that where Charles Dickens actually 
slept? and I was saying ‘Yes Phil, now 
come on, I must get back, it’s really an 
awful bore all this, now what am I 
going to call this bloody group?’ And 
he suggested the Weathermen because, 
although he was involved with them 
at the time and was supporting blowing 
up buildings in the interests of the 
people, he thought it would be rather 
nice to put out this very simple bubble- 
gum record under that name”. 

Eventually “The Same Old Song” by 
a multi-tracked King disguised as the 
Weathermen was released and became, 
much to his delight, very successful. He 
immediately rushed into the studio, re- 
corded a version of “Sugar Sugar’’—with 
a kitsch fake-heavy arrangement he had 
dreamt up whilst bored in Morocco— 
and issued it under the name Sakkarin. 
“And then it went into the charts and 
on to ‘Top of the Pops’ and goddamn it, 
there was that fucking Jonathan King 
again. All the heavy fans who'd liked 
it had a fit’. Pause for uproarious 
laughter. 

As a relief from the farcical excesses 
of the life of a recording industry Zorro, 
he decided to produce other people. For 
instance, St. Cecilia’s “Leap Up And 
Down And Wave Your Knickers In The 
Air” and the Bay City Rollers’ “Keep 
On Dancing”, both of which were hits. 
There were a few flops as well, but he 
prefers not to mention those. Swiftly 
reverting back to High Camp, he wrote 
a little ditty called “Johnny Reggae”, in- 
spired by the nickname of a young 
skinhead introduced to him at a dance- 
hall. This was performed by session 
singers and musicians, released under 
the name “The Piglets” and sold 300,000 
copies. 

It was in the wake of a small hit 
called “Don’t Let Him Touch You” by 





Shepard Sherbell 





Jonathan King: “I’m irritating, contradictory, fascinating . . .” 


other business, but have some flair for 
picking weird things that eventually 
happen. In the States they're brilliant 
men who would be equally good at run- 
ning biscuit factories or underwear 
facility units’. 

In the end he decided the most practi- 
cal solution was to start a record label, 
which he did in June. The original idea 
was to call it King of England Records, 
but it was suggested that the Queen 
would complain so he settled for the 
suspiciously modest and reticent UK 
Records. Chris Denning was tempted 
away from Bell to run the label here, 
and America and Canada will be taken 
care of by former Decca Promotion Head 
Don Wardell. Two outside masters. ““Sea- 
side Shuffle” by Terry Dactyl and the 
Dinosaurs (née Brett Marvin and the 
Thunderbolts) and “Donna” by 10 cc 
(née Hotlegs) provided the initial succes- 
ses, now followed by Shag’s (King’s) 
“Loop Di Love” and the reissued “Shot- 
gun Wedding” by Roy C. The label is 
flourishing, so there’s no longer any 


need for one-shot deals with other 
companies. King is still doing one- 
shots—his current one is “Vulture 


Stomp” by the Scavengers—but now they 
can go straight on to UK Records. 

“You see,” he explains enthusiastic- 
ally, “when I started the label my prime 
intention was to get an enormous amount 
of front money, from Decca here and 
London in the States, so that I could 
guarantee the same sort of promotion that 
I was getting on my one-shot deals. The 
good thing about them was that I could 
select the record companies at the nght 
time in their careers, when they had the 
right promotion people working for them 
and the right means of exposure. The 
compensation for losing that lies in 
getting a lot of front money to afford 
the best promotion, advertising, radio 
time and so on.” 








music scene: that’s humour. The begin- 
nings of really great pop music stemmed 
from the fact that most producers and 
musicians had an enormous sense of 
humour, and the main asset of their 
records is the feeling that everyone was 
enjoying the session and roaring with 
laughter through most of it. I believe 
I'm bringing forward this sense of fun, 
and that by the end of next year we'll 
be the world’s most successful record 
label’. 

Mind you, the boy has taken some 
knocks. Like when everyone turned down 
a musical he wrote because the hero’s 
Oedipan fault was to make it with little 
girls. “The problem is that now if 
somebody sleeps with their mother 
everybody screams with laughter. So 
what can you do, go with dogs? Every- 
one goes with dogs. However, if you 
go with five-to-seven year old girls 
everyone thinks you're completely nau- 
seating. So that was the Oedipan fault 
in this otherwise perfect human being. 
The people who read it threw up their 
arms and chucked me out of their offices. 
So I shrugged my shoulders, put the 
musical back in a drawer and went on 
making happy records... ” 

In view of his obvious appreciation of 
the tasteless and bizarre, had King ever 
considered attempting to engineer the 
most repulsive single of all time? He 
reckons he came close with the “Official 
Munich Olympic Games Theme” by the 
Athlete’s Foot, set to the tune of 
“Deutschland, Deutschland” and_ the 
sound of marching stormtroopers. “That 
was a masterpiece actually, still selling in 
dribs and drabs to connoissuers who 
really care about bad music-" 

He adjusts his hair again as the photo- 
grapher snaps away. “I'm such an irmtat- 
ing, contradictory and _ fascinatingly 
interesting human being. And I do talk 
a lot, don’t I?” Satisfied smile. 
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JONATHAN KING 


"He was a student in Cambridge, England(1963-66) 
when he took up singing, songwriting, and made him- 
self a company. It was all right to do that sort of 
thing if you were a Liverpool plumber or a Manchester 
hairdresser, but it certainly wasn't the sort of thing 
Cambridge was accustomed to. Never mind, Jonathan King 
is the kind to revel in the shock waves. He isn't a 
terribly good singer but he's certainly a personality 
in the English rock scene, though not always a beloved 
one. For one thing, he has the most outspoken pop col- 
umn in all of England--in all the world if it comes to 
that. For another, he's violently antidrug and was so 
during that flower-power summer of 1967 when psychedelic 
smiles wreathed every face on the King's Road. He had 
his own tv show, produced records, had his songs done 
by others, wrote an antidrug novel, and generally proved 
that a Cambridge education need not be a drawback in the 
musical advancement of an English lad." 

--Lillian Roxon's Rock Encyclopedia 


JONATHAN KING ON JONATHAN KING: 


"I have the kind of personality that you may find very attractive on 
fourteen different levels and then you'll turn the corner and find out 
that on the fifteenth level I'm totally nauseating." 


"I decided when I turned twenty-five that the time had come to stop 
telling people what they ought to like and to start giving people 
what I knew they would like." 


"I am very cynical. I don't think I'm unpleasantly cynical. I've al- 
ways believed the cynic is the only true lover of humanity." 


"My way of thinking is as follows: I hate people who like someone for 

an image. If anyone likes me without speaking to me or meeting me then 
my thinking is that their minds work on the wrong lines entirely. One 
will meet someone and speak to them and find out that there are twenty 
things you like about them and fifteen you don't like about them...if 

I sense someone is thinking 'Jonathan King is quite loveable' I will then 
turn on them and bite their ankle!" 


a 


Dine 


ON HIS ACTS ON UK RECORDS : 


"T have great faith in both Ricky Wilde and Simon Turner. You see 
my thinking is that the David Cassidy and Donny Osmond types were 
the right faces for the last year or so, but..." 


"'Donna' is my favorite record on the UK label. 10c.c. is incredibly 
talented but they do everything terribly tongue in cheek. ‘Donna’ was 

a complete send-up of all the early rock and roll sounds. When I first 
got my own label, the very first thing I did was ring up Eric Stewart 
and Graham Gouldman and say ‘send me some material because I know you'll 
come up with a hit.' They're so talented and they've got better ears 

for music than anyone I know around England today." 


ON'AN ALBUM BY JONATHAN KING"'; 


"My background is in English literature. One of the tracks is based 

on Jonathan Swift's A Modest Proposal. When you suggest in a pop 

song that the way to solve the population explosion and the starvation 
problem is to eat two out of every three new born babies it sounds a 

bit more amazing then when you read it in a short story. There's an- 
other track about a thoroughly unpleasant person which I've called 
"Supershit". I've written a song called ''Be Gay'' which suggests that 
the only way to get a girl these days is to be a screaming faggot. There 
is a song called "Black Girl Buttons" which is about "Black Girl Buttons," 
and there's a song about a Walter Mitty type character called "A Little 
Bit Left Of Right."' I think that sums it up pretty well, it's really a 
very unpleasant album." 


Jonathan King is the President of UK Records, a label which 
started in England in July, 1972. In the short time the doors have 
been open over three million singles(all produced by Jonathan) have 
been sold. A producer...a singer...the President of a very influen- 
tial record company. In 1964 Jonathan had a million selling single 
world wide with ''Everyone's Gone To The Moon", he was eighteen years 
old. Jonathan King is definitely someone to contend with. 
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JONATHAN KING 


with Hedgehoppers Anonymous, Simon Turner, 


“J started my _ record 
label to have fun and make 
an enormous amount of 
money,’’ proclaims a 
full-page ad in New 
York’s Village Voice. It’s 
signed: Jonathan King — 
April 5, 1973. Just seven 
years after achieving 
international fame and 
fortune with his single 
“Everyone’s Gone to the 
Moon’’ Jonathan King 
launched his own record 
label in England; and now 
a year later, he’s set up 
shop in the U.S. 

It doesn’t seem to have 
been that hard a road 
either, but of course talent 
and imagination made 


traveling all the smoother. 
‘*'My first group was The 
Bumblies, which was just a local 
group. | went and performed with 
them, and then produced a record 
which didn't work... | was just 
writing songs and going on with 
University, and | took ‘some over 
to Tony Hall at Decca who was 


1IOCC, Ricky Wilde and the Uk Gang 








category is straight bubblegum (what 
Jonathan prefers to call Bubblerock) 
like covers of Motown, Neil Diamond 
or Archies records. While they are 
not Bubblegum records in the 
sweetest sense, they all maintain a 
catchy rhythm and simple lyrics. 
Jonathan usually plays tricks with 
these songs by adding instruments or 
vocals which bring a new flavor to 
the tune. Songs like Popsicles And 
Icicles, Keep On Dancing, Hooked 
On A Feeling and Hang On Sloopy 
are a few of the updated productions. 
But usually the more aesthetically 
satisfying tracks find King singing 
topically humorous, cynical, and 
risque originals like J Don’t Want To 
Be Gay, Johnny Reggae, Leap Up 
And Down And Wave Your Knickers 
and /'Il Slap Your Face, It's true that 
Jonathan has a wide variety of vocal 


styles, but they too, can be picked 
out. His production, chord changes, 
and vocal phrases are all distinctive, 
and after a while one can tell if a 
record is indeed a Jonathan King 
track. Yet he always seems to come 
up with some new idea or sound 
which is often a step ahead of most 
others in the pop business. And 
besides handling the artistic side of 
things, he also seems quite adept at 
securing the best possible financial 





dUV I I ba anche tthe torah hte 

“Everyones Gone to the Moon’ 

and he said, ‘That's a hit — Take 

it somewhere to be produced,"* So 

| did; and it was." 

Jonathan decided that he would 
like to produce records, and his first 
effort, Good News Week (by a group 
of session men who went under the 
name Hedgehopper’s Anonymous), 
was an enormous European hit. 
Based on the success of that record 
he lost interest in performing, and 
the royalties he received for 
producing and writing that hit gave 
him the finances to go on and 
produce more records, 

One of Jonathan's early 
trademarks was his topical and 
controversial lyrics. In fact, Jonathan 
recalls that Good News Week was 
banned in forty of the fifty states. 
Perhaps it was due to the verse: “/t’s 
good news week, lots of blood in 
Asia now; they've butchered off the 
sacred cow; they've got a lot to 
eat"... which you might guess was 
not exactly the most palatable 
appetizer for American airwaves circa 
1965S. 

While he continued to release a 
few solo singles, and a couple of 
Hedgehopper’s records during 1965 
& 1966, Jonathan seemed to have hit 
a dry spell. His solo records were 
lackluster ballads which flopped, and 
his Hedgehopper’s efforts all 
managed to stay fairly anonymous. 
But early in 1967 his luck looked like 
it was going to change, with the 
release of a single called Round, 
Round. A driving, melodic tune, 
Round, Round’s lyrics were strongly 
anti—drug with their biting cynicism 
inescapable: “Round Round out of 
your mind; You think you’re seeing 
things, I know you're blind. A 
million bright colours explode in you 
head; Today you’re just high; 
Tomorrow you're dead.”’ Of course, 
in those days of Fight Miles High and 
White Rabbit this wasn’t going to be 
the anthem that young people 
clamoured for. (Perhaps our vision 


iby 
Alaa 
Retrodks 





The king of British bubblerock, Jonathan King, is one of the world's most successful producers with more hit records 


per year than just about anybody. His secret: “I put out lots of records under different names.’ 


was blurred a bit back then, but 
Round, Round seems to have been 
clearly astute when one looks around 
today.) Regardless, it all became 
academic because the record was 
never given a chance to be heard by 
young people. This wasn't due to 
their rejection, but inexplicably the 
record was banned by their elders. 


“They sald you shouldn't sing 
about drugs, whether you were 
for or against them, so they 
banned it. | was rather 
disiiiusiloned and | gave up 
Producing, and went on to do 
other things...i’m just as 
antt-drug as ! ever was — | find 
them a crashing bore — I've 
always said that | will forgive 
people who murder children, rape 
nuns, or blow up bulidings, 
because they’ve got a spark of 
excitement In them, but people 
who are boring | cannot forgive. 
Boring people are really the 
ultimate in drags. So as a result, | 
find drugs) make people very 
béring, so I'm very antt—drug. | 
don't think people: need drugs. 
People who take drugs and 
turn—on — Whatever it may be 
from cigarettes on upward .— 
usually are dependent on 
something, which they could be 
getting from themselves, and if, 
they were getting It from 
themselves, they’d probably be 
more fun..." 


So Jonathan King turned to other 
things. For one, he wrote a weekly 
pop column in the English music 
paper, Disc, which rarely failed to be 
topically controversial. He was one of 
the few writers to take unpopular 
stands, and to herald unknowns. 


'f you look back over those 
columns, you'll find some 
Interesting: things like David 
Bowle will be a superstar in 
January 1966; or Marc Bolan will 
be a superstar In May 1966. | was 
always way ahead of time — never 
made any money, tho... From 
1967—69 |! gave up making 
records. Straight from University 
1 did my own television series — a 
half—hour every week — a guest 
show — that ran for 26 weeks, It 
destroyed me completely. The 
world of television Is tike taking a 
morning swim in a large pool of 
Piranha fish. And so, | developed 
an ulcer, and collapsed in a state 
of exhaustion. 


While writing for Disc, and doing 
the television show, Jonathan was 
also a disc—jockey for BBC’s Radio 
One. After leaving television, he went 
to work for Sir Edward Lewis at 
Decca which started as a part—time 
job, but three years later in 1970, it 
was taking almost 100% of his time. 
It was at this juncture that Jonathan 
made his most important artistic 


decision. He decided he was more 
interested in making records again, so 
he quit his job at Decca, and went on 
his own as a producer. 


For 1971 and 72, Jonathan 
released about 40 records under 
names like Nemo, Weathermen, 
Piglets, Sakkarin, and Robin Jack, 
along with a couple under his own 
name. Why? Jonathan explains: 


“The basic reasoning was.that | 
thought | had a lot of material 
that could be a hit, but if | put 
them all out as Jonathan King 
records, nothing would stand a 
chance. You know you can't put 
out 15 Tom Jones singles in a 
year. So | simply put them all 
out, and since | think as a 
Producer, none of them ever 
sound the same. | don't think | 
have a particular voice sound — 
people can't say that's a Jonathan 
King track. | twist my voice 
around quite a bit. So | put out 
lots of records under different 
names — At one time | had three 
records in the top thirty 
simultaneously.” 


Despite the claim by Jonathan 
that people can’t tell it’s a Jonathan 
King track by ear, an avid fan can 
often hear great similarities on these 
records. Firstly the lyrics are usually 
split amongst two genres. One 








‘I've always, throughout my own 
career, paid for my own 
costs...That’s the only way you 
make any serious profit in this 
business; so | would pay for the 
cost to produce the record from 
the start to the final mix, and 
then | would take it to the 
company and say: This is the 
situation; it’s a one—shot deal, or 
if it’s a hit, I'll give you two more 
records under the same name — 
but you can’t have an artist — 
This is the money | want, etc. | 
was getting enormous front 
money and a huge percentage for 
each record,”” 


Jonathan says he has no rules on 
production techniques, and still after 
all his success, considers himself 
flexible. One practice he does 
maintain is that he is well organized 
before he goes into the studio. 


“| work out each song completely 
in my head — |! work with a 
musical director, and | sing him 
every line of every instrument all 
the way through. In the studio | 
work very hard with the session 
men and make sure they're 
playing exactly what ! want. 
That's the only economical way 
you can do it. And | do produce 
very economically — My 
maximum output was a session 
that started at 10 in the morning 
and went until two the following 
morning, and at 2 AM | came up 
with four different ““A’ slides — 
Three of which turned into top 
thirty hits) So the cost of the 
session was fairly minimal. 

| vary my session musicians, | go 
right across the board. | made a 
record called ‘'Sugar Sugar’’ under 
the name Sakkarin, and that 
featured a group called Fairport 
Convention. | use musicians from 
wherever | can find them, as long 
as they're good and also fairly 
quick at picking up my thoughts. 
1 have no musical knowledge 
whatsoever — all | can do is sing 
and hum, and describe in words 
the sort of effect | want. So that’s 
why | have to work with very 
sensitive arrangers, musical 
directors, and musicians — so they 
can understand what | want and 
get it for me.” 


Even though Jonathan was reaping 
enormous success in England with 
these one-shots for other companies, 
he decided to form his own label, 
UK. At first it seemed that UK would 
just continue Jonathan’s one—shot 
philosophy, by releasing records by 
The Piglets, Shag, and Bubblerock, 





UK RECORDS 


(212) 581-7577 








July 1973 








which were, in reality, all Jonathan 
King records. The first 25 or so UK 
releases were split evenly between 
‘real people’ and studio ‘groups.’ But 
now things seem to be changing. 
Jonathan explains why he has given 
up one-shots: 


“Times have changed and | will 
always change with them. To me, 
what was very suitable for 1971, 
i.e. One—shots, and records that 
were fun, amusing, gimmicks etc, 
was very much 1971, and the 
musical timbre of the time was 
heavy, progressive, draggy, boring, 
tedious, and ploddy. it got by the 
beginning of 1971, to horrendous 
proportions — like a thick lump 
of solid cake. And | thought the 


music world needed something 
r ot iniaghed sasha 


years ago. 
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writing and producing for Simon, and 

the vocal phrasing on Simon's latest 
single sounds amazingly like Mr. 
King. “No, it’s not me under a 
pseudonym,’’ chortles Jonathan, 
“but I did coach him on his vocals.”” 
Jonathan sees this only as a 
preliminary step, and soon believes 
that Simon will develop his own 
style. Simon’s latest single is a double 
“A” side, and both sides showcase 
King’s familiar trademarks of heavy 
production coupled with commercial 
melodies. Jonathan is also heralding 
Tina Harvey, a female whose vocals 
are a cross between early Bolan and 
Martha Velez. 


“t think that with Simon Turner 


2 
Phonograph Record 


At left, Simon Turner. Or is it David Cassidy? Below, 10c.c., formerly known 
as the Mindbenders Their new record is the “Jailhouse Rock” of the '70s. 
Right: Ricky Wilde. His dad was making hit records with the same songs 15 





tastes; bubblegum, reggae, and rock 
and roll, and he handles them all so 
well that his album might win the 
underground classic—of—the year 
award. I say “‘underground” because 


Jonathan’s usually risque, 
double—entendre lyrics have given 
way here to outright primeval 
phrases. And wnen you couple dirt 
with cynicism, sarcasm, parody and 
humor; and add a healthy dose of 
catchy melodies and an earthy 
production, you get what promises to 
be an all—time great album. The 
tracks I listened to only consisted of 
about half the album, and Jonathan 
indicated that final track selection 


was still not certain, so we'll just have | 


assassination might have been meant 
tongue—in—cheek, but during his 
stay in N.Y., some of his comments 
did not exactly endear him to a large 
chunk of New York’s population: 


“The glitter scene? A lot of the 
artists | think are talented — But 
the thing | hate most is that 
they're all so serious’ Now the 
other day | went into a restaurant 
and David (Bowie) was dining at 
the next table, wearing some kind 
of long frock with his hair dyed 
orange and green. And | looked at 
him and said, My God, you look 
absolutely horrendous — and he 
got terribly offended. | said, you 
look awful — why don't you just 
wear trousers or denims, and 
comb your hair normal?, cause 
he's quite a nice looking kid. And 





England and now he has come to 
leave his mark on America. In typical 
King style, he sums up what the 
future will bring: 


“The future for UK records here 
in the U.S. is big, very big indeed. 
In fact, enormous The situation 
with UK is that at sore point 


somebody will latch ont@ the fact 
that you have to acgept and 
discover things — it was difficult 


with David Bowie in the early 
days, cause nobody could 
understand what § was talking 
about... the same with Marc Bolan 
and Jimi Hendrix. The same is 
happening now — A lot of people 
in the music business can't make 
out what I'm alt about — they 
think I'm kind of insane. When 
UK Records break as an entity, 





thought was different; a lot of 
other people started doing the 
same thing — probably due to me 
doing it originally — because | am 
the great originator — and sparkle 
began to come back. Now it's 
reached a ludicrous degree with 
everyone in England a one-shot 
non—existent group. So I've 
moved on to what | think is the 
next stage, which is different 
types of performers happening in 
different ways; which | think is 
going to happen very much over 
the next year or so, and then 
things will change again. | am 
ahead of the rest of the music 
business for one very simple 
reason — 1 get bored much 
faster...because | have a complete 
butterfly mentality. I'm the 
singles queen of all time — put on 
an album and I'm bored out of 
my mind halfway into track two. 
Give me 2:05 and I'm happy.”" 

So Jonathan has decided that real 
people are what the music world 
needs, and on top of that, he’s 
moving into albums. This seems to be 
in disagreement with Jonathan's 
previously stated philosophy that 
albums are a bore, but he hasa ready 
answer. He explains that there are a 
few people whose albums are indeed 
worthwhile. He’s walking on thin ice 
with that logic, but for the most part, 
1 must admit that UK’s album release 
sheet does look noteworthy. 

His two main discoveries are 
Ricky Wilde and Simon Turner. 
Ricky is the twelve year old heart 
throb son of early—sixties English 
heart throb Marty Wilde, who makes 
the Osmond Brothers look like 
Arthur Brown. He can’t really sing 
that well, and his high falsetto on 
“April Love” is barely passable, but 
UK is building Ricky as an mage, 
and like Donny Osmond, they expect 
to succeed. While Ricky brings in the 
cash, Jonathan will concentrate on 
Simon Turner, an 18 year-old 
English lad who lists David Bowie as 
his favorite artist. He’s even gone so 
far as to record Bowie's Prettiest Star 
on his forthcoming album, and 
Simon bears an uncanny resemblance 
to Mr. Bowie circa 1968. While 
Simon was probably originally 
conceived as England’s answer to 
David Cassidy, he is much more 
important than that. His songs are 
heavier, reeking of strong influences 
from middle—Stones and latter day 
Bowie. But the strongest influence is 
undoubtedly Jonathan King. He is 





and y ie, you could have 
a situation of almost Beatle—type 
proportions — | think America is 
ready for some very big and very 
attractive British artists. You've 
not had any sensational 
wide—appeal artists in quite some 
time. | think you'll also find that 
Tina Harvey will become an 
enormously established female 
singer — right across the board — 
people of every type of musical 
taste will like her."" 

Jonathan isn’t known for his 
modesty. 

Perhaps the single most interesting 
record to come out of UK is 
Jonathan’s soon—to—be—released 
solo album. It spans all of his musical 


banned, do they? 


and 

product is like, 
“My new solo album Is a bit 
unusual. | can sometimes be self 
indulgent with lyrics, and 
sometimes | can tose all control; 
and on this album, I've lost all 
control. There’s a song called 
“Supershit,’" and one called “‘Be 
Gay” — a number of tracks which 
are very strange. | think | shall 
continue to remain ignominiously 
unpleasant on almost every level, 
with the most enormously small 
minority of fans who actually go 
along with my sense of humor; 
and the vast majority of people 
who think that assassination is the 
only answer.” 


Jonathan’s comment 


regarding 


entire scene as it stands, or 
destroying gay lib — I wasn’t — 
All | was doing was pointing out 
that David looks better when he's 
dressed normally, then when he’s 
in a frilly evening frock. 

He's making a point, but he’s 
terribly serious about the whole 
thing. People don’t need to be 
serious about these bloody things. 
Everybody's walking around from 
Gay Lib saying “‘Free Us, Free 
Us" — what is there to free people 
from? Everybody's free to do 
whatever they want...” 


Whatever your opinion of 
Jonathan King, the man, he still 
continues to blaze new trails in the 
pop music world. He has conquered 





will break so large that they may 
change the course of popular 
music here in the States. And you 
might find that a lot of other 
people who are into different 
things will be left holding the bag, 
and then they'll run in another 
direction.’’ 

Right now, a lot of the music 
tycoons are laughing at Jonathan's 
predictions, but as Jonathan King 
sees it, pretty soon they'll all be 
singing another tune, and he'll have 
the last laugh. 


From the days of the 
Hedgehoppers and Everyone’s Gone 
To The Moon (conceived as an 
intentionally nonsensical 
exaggeration of the Dylanistic lyrical 
Vogue) right on through to the slick 
synthetic one-shots of today, King’s 
career has been marked by a 
refreshing unpredictability, a love for 
novelty, and a connoisseur’s 
appreciation of ephemeral, pure pop 
music. Aided by like-minded cohorts 
on the lines of 10cc (a UK group 
with two huge gimmicky British hits, 
Donna and Rubber Bullets, and 
featuring Graham Gouldman of Bus 
Stop, Heart Full Of Soul, No Milk 
Today composership fame and 
ex-Mindbender Eric Stewart, who 
was involved in the astonishingly 
tubbishy British smash Neanderthal 
Man by Hotlegs), King has been able 
both to foresee the trends and 
capitalize on existing ones; and some 
of his highly perishable chartbusters 
of late have been demented classics. 

A notable example in this vein is 
Johnny Reggae by the Piglets, which 
takes off from the Shangri-Las’ Give 
Him a Great Big Kiss with a female 
cockney asking her friend ‘‘Wor’s ’e 
like, Mavis?”, the friend deposing 
“E’s a real tasty geezer.’’ She goes on 
to describe Johnny’s distinctive 
attire, habits, and amorous 
capabilities, true ShangriLas style 
but culturally transported, over a 
naggingly infectious simple-minded 
reggae beat, with some Pillow 
Talk-like sighs of passion thrown in 
for a good measure—an utterly 
amazing record. Not that they’re all 
dynamite on that level, but Jonathan 
King must be recognized as a true 
wizard in his field, the reigning Prince 
of Plasticity; and America is long 
overdue in its appreciation of the 
master. 
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GIORA FEIDMAN 


ABOUT THE PERFORMERS 

GIORA FEMNDMAN is a fourth-generation musician or Klezmer, 
as he prefers to describe himself. He came to Israel in 1957 at 
the invitation of the Israel Philharmonic Orchestra to become its 
bass clarinetist and to join its clarinet section, He has been a 
member of the Orchestra ever since. A member of the Israel 
Philharmonic Orchestra Woodwind Quintet, he is also on the 
faculty of the Rubin Academy of Music, Tel Aviv University 
Giora was born in Argentina, where he was graduated from the 
Conservatory of Music in Buenos Aires. Before coming to Israel, 
he was a member of the Teatro Colon Opera Orchestra 

For the past several years, Giora has appeared regularly as solo- 
ist and has been heard often on radio and television, performing 
music ranging from the classical through the Chassidic repertory 


AMI FRENKEL, a native of Tel Aviv, was a member of the Israel 
Air Force Orchestra before becoming a permanent performer of 
the Israel Broadcasting Services Recording Orchestra. He has 
toured throughout Europe with various Folk Music groups. Ami 
was the first bass guitarist in Israel and remembers having had 
to use cello strings when he first started since no bass guitar 
strings were then available. 


YOSSI LEVI, who was born in Jerusalem, was graduated from the 
Music Teachers’ Academy. Among his teacners there were the 
Israeli composers Yehezkiei Braun, Zvi Avni and Dr. Herz! Shmu: 
eli. He studied classic guitar with Menashe Bakish. Later he, 
too, became a permanent member of the Israel Broadcasting 
Services Recording Orchestra 


ABOUT THE SONGS 

There's an old proverb that says, “The girl who can’t dance 
complains that the band can't play.” Proverbs, like Folk Music, 
are the unwritten testimony of a People. Any People. Anywhere 
and everywhere 

Here, in this album, are melodies generally regarded as Jewish 
Folk Music. Actually, this is 2 catch-all phrase, for, as another 





Proverb goes, “God created a world full of little worlds,” and 
the selections in this record deal with a few of those little worlds, 
among them the one popularized in “Fiddler on the Roof.” Al- 
most unconsciously, these same songs (and those being written 
now) reflect the metamorphosis of spirit in today’s Israel 
Which brings us to the title, “Jewish Soul.” The Hebrew word 
“neshama” means “soul, spirit, life, breathing, living soul, be- 
ing.” “Neshama” is all of these. Yet the connotation in another 
proverb might add a needed nuance, “I can't sing a note, but 
| know all about it.” 

Now to get back to that girl who couldn't dance. The band she 
was complaining about was a group of musicians called “Klez- 
mers." Their job, essentially, was to make everybody happy — 
even in-laws at weddings who were, shall we say, not on 
speaking terms. Since written notes were not part of the Klez- 
mers’ musical vocabulary, improvization and embellishment be- 
came their tools. Soon on a special style developed, as imme- 
diately recognizable as Dixieland or Calypso. 

Three songs in this style are included in this album. They are 
generally called “Freilechs” (very loosely translated as “Be 
Happy.” 

Among some of the well-known folk songs included in this 
record are “Shalom Aleichem” (Peace unto You”), a Sabbath 
song and “Yah Ribon” (“God of the Worlds”). 


“Havu Ez Latayish” comes from an operetta written during the 
19th century about several characters called “Kunee Lemels.” 
A "Kunee Lemel” means something like schlemiel — a kind of 
fool who makes his own bad luck, but who, somehow, has his 
‘own brand of not-so-foolish humor, The unaccompanied Impro- 
vization” is here interpreted as a prayer. 

Now for the contemporary songs, all written by Israelis. There 
is a “Melody” from Noam Sheriff's film score to “The Dybbuk.”” 
"Yedid Nefesh” (God, Beloved of my Soul) by Ehud and Sara 
Zweig, and “Sim Shalom” (“Send Peace”) by Yeshayahu Paikov 
were written for recent Chassidic Music Festivals held regularly 
in Israel. 








}07"D NW 


"JEWISH SOUL MUSIC“ 


As for “If | Were a Rich Man” (Bock and Harnick), obviously no 
explanation is needed 

Most of these tunes express something internal about the Ni- 
gun — that is, the wordless melody which was the original 
basis for most-of these songs. Words, whether prayer or 
other, were usually added as the years went by. Today’s lyric- 
music combination method naturally was used for the con- 
temporary songs, though in their case, the procedure was some- 
times reversed; i.e., the text is Biblical. 


ABOUT “JEWISH SOUL” ON STAGE 

“Jewish Soul" made its Tel Aviv debut at the “Tzavta”’ Theatre 
in March, 1972. Since then the group has appeared regularly 
in Jerusalem, Tel Aviv, on the nation-wide Concert Circuit Se- 
ries, at the kibbutzim, villages, universities, in regular concert 
halls and on radio. 

The songs in this album have been selected from the “Jewish 
Soul” concert program 





"This evening showed that Giora Feidman deserves his fine 
reputation and that folk music can be presented in a cultured 
way without being stuffy or played down to the audience. It 
is incredible how much he can express with his clarinet. So 
convincing that all the audience — With or without Jewish back- 
ground — is overwhelmed and drawn into the magic circle of 
the music. The performers’ sense of rhythm and timing is superb. 
The plethora of dynamic and expressive nuances seems inex- 
haustible. Giora Feidman’s presentation provides an unparallel- 
ed emotional and musical experience for all listeners. The two 
hours of music conveyed much more than just music.” 
Yohanan Boehm 
The Jerusalem Post 
August, 1972 
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1. MELODY FROM THE FILM “THE DYBBUK” "oaTA” VIDA Pina -- WA 7 
2. FOLK SONG (Traditional) | (Noam Sheriff) (Qnw py) Onny) mA enAy Ww .2 
A. YAH RIBON (Traditional) Qnny) a1 A? 3 
4. CHASSIDIC SONG (Traditional) Qnnp) ppm yn 4 
5. SIM SHALOM (Yeshayahu Paikov) (pra yw) mov BY 5 
6. YEDID NEFESH (Ehud & Sara Zweig) (QMX TW TN) war TT 6 
7. FREILECHS (Traditional) (nny) page 7 


SIDE 2 | ’3 TS 
1, IMPROVIZATION (Traditional) Qnny) Avan ma AyPsaN «1 
2. SHALOM ALECHEM (Traditional) Qnny) asp mow 2 
3. HAVU EZ LATAISH (Traditional) QOnny) wnd win 3 
4. WEDDING DANCE (Traditional) Qnny) ann Tp1 4 
5 
6 





. AZO TANTZMEN IN ODESSA. .. (Traditional) Qnny) ..npnNa op 1S 
. IF | WERE A RICH MAN (Bock —Harnick) (pI — pra a) Toy INNA 9 6 
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True high fidelity creates “the illusion that the listener's chair is the most 
favored seat, acoustically, in the concert hall.” This demands clarity, 
range and, most yital of all, balance, the natural balance of the original 
music, faithfully re-created, This is Westminster's “NATURAL BALANCE,” 
Listen—and Compare. 
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ABEGG VARIATIONS, OP. 1 
ARABESQUE, OP. 18 


FASCHINGSSCHWANK AUS WIEN, OP. 26 
SCHUMANN: 
e 5 
BLUMENSTUCK, OP. 19 


In 1830, twenty-year-old Robert 
Schumann brought to an end his 
brief flirtation with “chilly juris- 
prudence.” Heidelberg held many other attractions for the 
impressionable student from Zwickau. His circle of ac- 
quaintances expanded rapidly, there were parties, dances 
and musical soirées, some of which took place at the home 
of one of Robert's professors, Thibaut, a prominent Ger- 
man jurist “overflowing with life and spirit.” Thibaut did 
little to encourage his pupil. On the contrary, he informed 
Schumann that the demands of a legal profession ill suited 
his artistic temperament. The young man’s social life pro- 
ceeded at a fast clip, and with it came more requests for 
money. In February, Schumann sent his mother an item- 
ized account of his financial status: I also require 
money for lectures, and want books and music, all of which 
costs a terrible lot of money. Those confounded fancy 
balls, tipping various people. subscriptions to the mu- 
seum and cigars—oh, those c s!—the piano tuner, the 
laundress, the shoeblack, candles, soap, all my dear friends 
who expect a wretched glass of beer, the man at the mu- 
seum who brings me the newspapers!” 

































JOERG DEMUS — Piano 


I am inclined to think, the right path... If I stick to law 
I must undoubtedly stay here another winter... If Lam to 
go in for music, I must leave... at once and go to Leip 
zig, where Wieck... would then carry on my education. 
By the end of August, it was all settled. Schumann left for 
Leipzig and the Wieck home. 








During the first ten years of his life as a composer, 
Schumann deyoted his energies almost exclusively to the 
piano. His most important works belong to this period: 
Carnaval, Fantasiestiicke, Kinderscenen, and the Fantasy 
in C, 





In 1838 Schumann traveled to Vienna to attempt to 
gain an artistic foothold in the Austrian capital. He hoped 
to transfer publication of his magazine, Neue Zeitschrift 
ftir Musik, and to interest Viennese publishers in his 
music. Then when his earnings increased, he Would marry 
Clara and take her to Vienna out of the hands of her 
Barrett-like father. Although the mission failed — the 
Viennese feared “everything new, every departure from the 
lazy old rut” — Schumann returned to Leipzig in 1839 




















ment, Intermezzo (molto energico) in E Flat Minor, is 
a limpid theme carried aloft on a stream of triplets. The 
broken chords contain piquant clashes of minor seconds. 
(The Intermezzo was published earlier as a separate piece.) 
The Finale (allegro con brio) returns to B Flat and con- 
cludes with a brilliant Presto section. The “schwank” (jest) 
in Faschingsschwank aus Wien may be found in the first 
movement where Schumann introduces the Marseillaise 
in the A Flat section a deliberate pass at the Austrian 
authorities. 





HAROLD LAWRENC 










with a sheaf of manuscripts including three rondo pieces: 
Ttawasatione/ofithose “fancy balls that Schumannlmet Arabeske (op. 18), Blumenstiick (op. 19,) and Humoreske 
Meta Abegg, the real name of the “Countess Pauline von (op. 20); and Moti movements of the Faschingsschwank 
Abegg” to whom he dedicated his Opus 1. As in Carnaval, aus Wien (op. 26). 
Schumann based his first published composition on the Of the three rondos, the Arabeske is by far the most 
letters of a girl’s name. In the latter aNStONCey the opening popular, and also the most simply planned. The recur- 
theme is A, B (the German symbol for B flat), E, G, G. ring theme in C, marked Leicht und zart (lightly and 
Originally conceived for piano and orchestra, the work tenderly), is well contrasted with a pair of Minoré eect 
consists of the theme and five variations. The variation tions, hetarst in E Minor, the second in A’ Minor. AS in ' 
form was the rage in the first half of the nineteenth cen- Kinderscenen, the work concludes with what Kathleen 
tury when tunes from French and Italian operas, marches Dale (Nineteenth Century Piano Music — Oxford Uni- 
and national anthems provided subjects for flashy tech- Spee) dsetins oa Gy valadictony Roath 
nical exhibitions. It is therefore not surprising to find which the. composer ceGins i sive’ thenlistenenea sGnal ——- 
traces of the fashion of the period in the . Varia- A Fee Tate noi , 2 - JOERG DEMUS was bor ~ 
: causeway : message to turn over in his mind. hentelViederostehrerahurar COs ess 
tions. And yet, for an opus 1, this is in some respects a hOSOM PRS aecoe h iS mis 
strikingly original work. Take the theme itself. Schumann Schumann called Blumenstiick (Flower piece) a set the study of the piano, and since 1040 hes studied > 3 ° 5 3 
reversed the procedure of the day by employing a new of “variations, but not on a theme.” That is, there are {cademy in wien MieDemils studied theory ana S gs 2 
melody, not an aria or popular ditty. This simple four-note variations within variations. The work is made up of five Walter Kerschbaumer and Edwin Fischer and cona Se s 82 
figure is repeated sixteen times, in eight rising and eight numbered sections in several keys in which themes recur Josef Krips. Mr. Demus made his debut at the Gese w af 
inverted arpeggios. The naive modulations make for a in different guises. The juxtaposition of closely-related Musikfreunde in Vienna when he was fourteen ye¢ o: 2o 
charming effect. The fifth variation is in the form of a keys, and the subtle thematic changes bring to mind the since then has concertized at the Gesellschaft and at sss 
finale in which Schumann restates the theme not by play- resembling and yet unique shapes of petals in a flower. Konzerthaus. Many of his concerts have been devoted Ly 


ing, but by releasing the notes of a struck chord, one by 
one—a device he used again in Papillons. Another novel 
feature is the expert manner in which the theme is ab- 
sorbed into the musical fabric, thus permitting each yaria- 
tion a color and personality of its own. 


The Abegg Variations were composed during July- 
August, 1830. On July 30th, Schumann sent his mother 
“the most important letter | have ever written.” in which 
he described his life as a struggle between poetry and 
prose, or rather Music and Law. “Now I am standing at 
the cross-roads ... My genius points towards art, which is, 








Although Schumann described Faschingsschwank aus 
Wien (Carnival Jest from Vienna) as a “Grand Romantic 
Sonata,” only the last movement, which he composed after 
his return to Leipzig, is cast in the sonata form. The 
opening Allegro is actually a large scale rondo in five 
parts and coda, The entire movement is dominated by a 
rhythmic pattern consisting of a quarter note followed by 
four eighth notes. After the Romance (poco andante), a 
poignant interlude in G Minor, the work skips lightly 
along with a Scherzino (allegro grazioso) in B Flat, char- 
acterized by dotted eighth-note figures. The fourth move- 





and Schumann cycles, and he has performed the cor., ae eataty 
“Well-Tempered Clavier.” In 1947 Joerg Demus won the Austrian 
Music Award and subsequently was given the Honor Award at 
the Gesellschaft der Musikjreunde. He was also winner of the 
Bach Contest in Leipzig. 





was made at the famed Mozartsaal of 
SPH GUM of the Konzerthaus, Vienna, in July of 

1954, Play this recording only with a 
microgroove stylus (.001 radius) preferably with a diamond tip. 
This recording is processed according to the R.J.A.A4. character- 
istic. Variations in listening rooms and playback equipment, 
however, may require additional adjustment of bass and treble 


controls to obtain NATURAL BALANCE, 
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'Bikene 


Do Their Own 
Things, Like 
“59TH STREET 
BRIDGE SONG” 
And Do Them Best 


HARPERS BIZARRE ARE ALSO CALLED EDDIE JAMES, DICK YOUNT, JOHN PETERSEN, DICKIE SCOPPETTONE, AND TED TEMPLEMAN, IN THAT ORDER. 


Awhile back, Harpers Bizarre was the best pop group 
in Santa Cruz, California. Now, they're spread wider 
While the Peanut Butter Conspiracy got stuck in L.A., 
Harpers Bizzare spread out and became one of the 
dominant new sounds of the eon, more or less 

But they haven't forgotten Santa Cruz, California 
Teddy still scrubs himself all over. And Dickie still 
wears white sweat sox with brown loafers 

New Santa Cruz is not exactly downtown Zippy 
It's a place to come from, but not many choose to go 
to it. Not exactly a hot bed of Psychedelphia. But if 
you are from there, you may as well live with it 

Harpers Bizarre not only lives it, they sing it. Some 
measure of tribute to the spread of hipness in young 
America (not to mention Acapulco) is that hipness 
has, after a perilous odyssey, infiltrated Santa Cruz, 
been absorbed, and come out Feelin’ Groovy 

Example in point: Harpers Bizarre. Part of a love 
generation. Young men able to walk the street with 
longer hair. Men able to smile back at the wilted quips 
tossed their way by close-eyed members of the Santa 
Cruz Jr. C of C. To smile back at the smirks of the 
Thirties Thinkers, and at the other throwbacks to the 
heyday of Wildroot Creme. 

Their insulation from paranoia is an attitude. That 
attitude is this album. A creation of some of the more 
brilliant young talents in the New World—young men 
the likes and loves of Lenny Waronker, Leon Russell, 
Randy Newman, VanDyke Parks, Ron Elliot, Perry 
Botkin, and six others, conservatively 

They make music which does not riot on the Sun 
set Strip, but which is worth rioting for (which some 
have). Holding up signs on sticks for all to see, signs 
which sum up to a realization that “My Sign Loves 












ese groovy young talents doing their own 
thing. 

And then having it accepted. At least on records 
But also promising a day when, like “Simon Smith 
And The Amazing Dancing Bear,” Harpers Bizarre & 
Co. can walk in anywhere accompanied by a dancing 


ELT 


bear...walk in without promoting uproariousness 
When you can be yourself (as they are) and walk into 
a white restaurant with a French name and $6 en- 
trees and not worry the hell out of the maitre d’. 

Harpers Bizarre, unquenchably optimists, look for- 
ward to that day (their two “Come” songs), view to- 
day with some precision (“Debutante’s Ball”), and 
cherry pick from the past, as in “Happyland,” the 
amusement park that was everyone’s enchantment 
before he rounded the bend into seven years old. 

If, then, an old English poet may stand momentar- 
ily amended, 

“Beauty is youth, 
Youth, beauty... 

The five who are Harpers Bizarre began in San 
Francisco area as a quintet called The Tikis, during 
a time, basically, when it was somehow Better To Be 
Called Tikis, than Bizarre. Now barely able to do chin 
ups over 20, they have found Public Identity with a 
perky doo-wee-ah-doo-wah ditty (‘Feelin’ Groovy") 
by Simon (of And Garfunkle) 

That ballad-bopper brought them along a ways, 
and seemed to call for an album. 

Vocals on the LP are chiefly by Ted Templeman 
(22) and Dickie Scoppettone (21). Support is sup- 
plied by bassist Dick Yount; the lead guitar of Eddie 
James; and drummer John Petersen. We hate long 
bios, but in case you want to fall in love with any of 
these Bizarres, you should know what you're falling 
into, so 


Dickie Scoppettone is 5’8” and some day wants to 
own a big (gargantuan) house. Until then, the most 
amusing experience he can recall is the day he gave 
a young fan (who wanted a keepsake) half a cigarette 
butt. She became “extremely irritated” and threw it 
away. Other fan tips: Dickie adores Italian pretzels, 
chocolate hotcakes, and greasy burnt eggs 


Teddy Templeman is the group's most versatile 
musician (drums, guitar, trumpet, counterpoint, lar 
ynx). He, too, is 5'8” tall, but can be distinguished 








from Dickie by the uppermost 5”, which are blond. 
For thrills, Teddy thinks back to the night he sat in 
on a Frank Sinatra session. He thinks forward to a 
Ferrari Berlinetta with B. Bardot beside him. His zip- 
piest beverage is beer (also sody pop), and he claims 
the best advice he ever received was “keep writing 
and sing high.”A good boy, Teddy has 


Dick Yount chuckles a lot about his brother, Gale 
Gale likes to travel with the group when Dick's on the 
road. Then the Groupies that get worked up at the 
show attack Gale, thinking he's part of the show. So 
Gale's losing buttons and hair. He runs, yelling, “I’m 
nobody! I’m nobody!” Dick, alas, is nervier. He 
searches for life’s luxuries, like a credit card with 
somebody else’s name on it. He is 5’11”, a surpris- 
ing height considering he once shrank in fear while 
flying from Guadalajara to L.A. on a Mexican airplane. 


Eddie James (6'0”) would, if he could do anything 
in the world, fly like Superman (a respectable ambi- 
tion in these Days Of Doubt), Perhaps also a neces- 
sity for a young man who once dared play San 
Francisco's Cow Palace dressed in Bermuda Shorts. 
He too, is Good, not believing (to date) in smoke or 
drink. More of a sea shore type. Eddie wants some- 
day to have a gaff-rig schooner. His worst habit is his 
straight-forwardness. His’ best quality is his straight- 
forwardness 


John Petersen came along from The Beau Brum- 
mels to join the Bizarre, and spoiled a lot of photo 
graphs by being 6’3”. But then John sounds tall, 
especially while drumming. John always seems to 
drum, especially when he's talking to someone, For 
novelty’s sake, John has a degree in hotel and restau- 
rant mgmt. (which makes his parents feel secure, 
we're sure), He probably needed security, 
joined the musicians union at 13. 

Such, indeed, are the makings of Harpers Bizarre 
Indeed, such are the makings of the future 

— Stan Cornyn 





Side One: 


COME TO THE SUNSHINE? 
(Piano: Van Dyke Parks) 
2:32 BMI 


HAPPY TALK? 


2:13. ASCAP 


COME LOVE? 


2:00 ASCAP 


RASPBERRY RUG? 


2:20 BMI 
59TH STREET BRIDGE SONG 


2:34 


(FEELIN’ GROOVY)? 


BMI 


Side Two: 
THE DEBUTANTE’S BALL? 


(Piano: Randy Newman) 


3:03 BMI 


2:15 


HAPPYLAND?2 


BMI 


PETER AND THE WOLF* 


1:57 


BMI 


| CAN HEAR THE DARKNESS? 

2:00 BMI 

SIMON SMITH AND THE AMAZING 
DANCING BEAR? 


2:15 


BMI 
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In January of 1970 the Count Basie orchestra 
embarked on a venture unique in the history of jazz. 
The band was hired to provide nightly musical 
sustenance for voyagers on a ten-day cruise of the 
West Indies aboard the Queen Elizabeth II. 


Having been one of the lucky passengers to see and 
hear that successful initiative carried out, | was 

able to observe at first hand the various reasons 

for the continued success of the Basie phenomenon. 
The passengers were, in effect, a microcosm of the 
Basie audience all over the world. Among them were 
musicians and laymen, the square and the hip, the 
young, middle-aged and elderly. 


| suppose part of the Count's secret is that his 
music, easily assimilable for ears that cannot relate 
to certain hard-rocking contemporary sounds, has 
picked up new adherents as it went along, while 
losing comparatively little of its old following. The 
pristine values of the band have survived — loyalty 
to the beat, an immediately identifiable rhythm 
section, first-class mainstream soloists, arrangements 
that derive/from the classic brass-vs.-reeds tradition 
that goes all the way back to Fletcher Henderson. 


The presentalbum is unusual in that it belongs in 
none of the categories associated with the band’s 
recordings in recent years. It has no one special 
theme (such as a collection of Beatle tunes); it does 
not present the band in tandem with a singer; nor 

is it a set of original instrumentals. Instead, it applies 
the Basie treatment to familiar compositions that 
are all, in the best sense of the word, standards. 


The standard song, whether from Tin Pan Alley or 
iy some particular source such as a motion picture, 


tole fe Duvivier bass; Harold Jones, television show or Broadway musical, has always 
bi pknol : 4 Be provided a rich source of material for jazz musicians. 
; q 
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Count Basie. 
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More than a half century ago, the Original Dixieland 
Jazz Band reached out beyond its self-made jazz 
library to incorporate such pop songs of the day as 
Indiana, Margie, Alice Blue Gown and I'm Forever 
Blowing Bubbles, all of which were to survive 
through the decades as jazz and pop standards. 
Chicago, the oldest song in this set of Basie retro- 
spections, was recorded during the swing era by 
everyone from Duke Ellington and Earl Hines to 
Benny Goodman and Coleman Hawkins. 


jodgion and'Bill Adkins; tenor solos by 
jute S@los iby Eric Dixon; trombone solos by 
et solos, by Joe Newman. ° 


A & R Supervision: Teddy Reig 


Design: Bernhard Wetz 
The trick in. reviving vintage songs in the 1970s is to 
retain their character, melodically and harmonically, 
without'losing the essence of the performers* 
personality. To insure the attainment of this objec- 
tive, Basie was wise in selecting Arturo (Chico) 
O'Farrill. Born in Havana, Cuba of an Irish father and 
a German mother, Chico came to jazz prominence 

in the late 1940s and early '50s as a writer for Benny 
Goodman (Undercurrent Blues), Dizzy Gillespic 
(Manteca Suite) and Stan Kenton (Cuban Episode). 


Cover photo: Wolfgang D. Winter 
Liner photos: Hans Harzheim > 


‘Liner Notes: Leonard Feather : 


Chico's association with the Count began in 1965, 


‘Side 2 a couple of years after his return from Mexico, where 
- ? he was based for several years. His instinctive 
Get Me To The Church On Time — 2'15 feeling of what was right for the band, along with 
. Loewe/Lerner his abjlity to translate unlikely material into Basie- 


like terms, led to such commercially viable products 
as Basie Meets Bond and the first Basie Plays The 
Beatles compendium. 7 


“I first met Chico in New York,” Bill Basie recalls, 


When Sonny Gets Blue — 3’43 
Marvin Fisher 

















| On The Sunny Side Of The Street — 215 “through my record producer, Teddy Reig. We had a 
| McHugh/Fields little talk about what | wanted, but he really didn't » 
| : : need to be told too much — he had evetything 
| intimental Over You — 2’46 Together — 3’0' figured out.” ; 
veal lashington/Bas: ; Nilsson ' This collection of new charts by Chico is of special 
haf S a | ' interest in that here were no pressures of any kind 
: -f reoey applied in the selection.of material. , Teddy and | 
Vj a ched : ; It | Were A Bell-— 3'07 just picked out tunes that seemed right for the 
| riper ‘ Loesser band,” says Basie. "They all have good melodies, 
. 1981 good chord changes, and to the best of my recollec- 
/ Day In Day Out — te | Didn’t Know What Time It Was — 2'11 tion | never recorded any of them before, although 
Bloom/Mercer Rodgers/Hart | seem to remember that in 1939, when Day In Day 
ly | Out was a new song, Helen Humes used to sing 
/ ‘ it with us on one night. stands.” 
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The sessions that produced these records were 
unusual in another respect. Because the band was 
going through some personnel changes, four musi- 
clans took part who do not work regularly with the 
orchestra, : 
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* zed the-ensemble like no percussionist since Gus 

















of a veteran alumnus, Joe Newman. First heard with 
Basie in 1943-6, Joe rejoined in 1952 and remained 
almost continuously until 1961, since when he has 
been a highly successful free lance musician in New 
York. In the trombone team the special guest is 
Buddy Morrow, a Goodman, Shaw, Tommy and 
Jimmy Dorsey graduate who led his own big band 
in the ‘50s. 


With Bill Adkins playing the lead alto sax chair once 
occupied by Marshall Royal, the other alto man on 
this date was Jerry Dodgion, a soloist of beguiling 
fluency whose credits include stints with the Gerald 
Wilson, Benny Goodman and Thad Jones-Mel Lewis 
orchestras. The fourth non-regular on these sides 


Y 

} 

is bassist George Duvivier, who recorded with Basie 
' 
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The trumpet section was enlivened by the hike 












in the late ‘50s. 


Chicago, the opener, is instilled with vigorous new 
life as Harold Jones sets the pace during his intro- 
ductory breaks. Jones joined the band on Christmas 
Day of 1967. This was one of the best Christmas 
Presents Basie could have asked for; he has galvani- 





Johnson in the early ’50s. While Basie is soloing in 
the second chorus, the rest of the incomparable 
rhythm section comes into sharp focus, seemingly 
built around the leader and the indispensable sound 
of Freddie Green's acoustic guitar. A Basie man - 
since 1937, he is the only sideman to have survived 
all the changes of personnel and stylistic upheavals. 


Eddie Lockjaw Davis is another valued participant 
here and on several other numbers — most notably a 
couple that are built around.his Brobdingnagian, 
booting sound: Together and Bewitched. By a sheer 
coincidence the latter is one of three Rodgers and 
Hart songs included; the others, both vintage 1937, 
are Have You Met Miss Jones? and The Lady Is A 
Tramp, the latter featuring Eric Dixon's spirited, 
sensitive flute work and the alto of Jerry Dodgion. 









Dodgion and Dixon reappear on I’m Getting Senti- 
mental Over You, to which Basie contributes an 
introduction with a Fats Walleresque flavor. The 
muted sound of Joe Newman is introduced in Day 
In, Day Out, another track that illustrates Harold 
Jones’ powerful facility for kicking and driving the 
entire ensemble. : r 


Get Me To The Church On Time was included 
because, as Basie says, “It reminds us of the nights 
in Las Vegas when we were working with Frank 
Sinatra and he used this song as.an opener.” The 
voracious bite of the Basie brass is effectively heard 
on When Sunny Gets Blue. Published: in‘ 1956, this 

is the youngest of the 11 songs. Buddy Morrow, the 
principal soloist, lends his rich timbre to the Marvin 
Fisher melody. Also up front here is Bill Adkins, 

ih his sole emergence from the reed section. (All 
other alto solos are by Jerry Dodgion.) 


On The Sunny Side Of The Street, now 40 years old 
but hiding its age beautifully, has the leader loping 
along in the first chorus, stepping back while saxes 
and brass tear into the release. Together, as noted, 
is‘one of the Lockjaw Davis specials; he recorded 

it some 15 years ago on a combo date of his’ own. 
(His other solo speciality, Bewitched, also is a rerun; 
teamed with Bill Doggett, he turned into the first 
major organ-and-tenor sax hit some years back.) 


Finally. there is Frank Loesser's If | Were A Bell, from 
the 1950 Broadway show Guys And Dolls. Again 
O'Farrill's skill in voicing the parts, his gift for 
bringing to the forefront the band's unquenchable 
vitality, is brilliantly displayed. . 


Summing up his reaction’on listening to a playback 
of the tape, Count Basie (never a man of many 
words) put it all in a nutshell. 


“We had our freedom of choice — nobody fenced us . 
in on what to do or how to do it. It gave-us a.real 
chance to show that we're still trying.” , 


And, one might add, to show how little the band 
seems to be trying. That; too, is central to the 
mystique of the Count Basie story. 
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PETE COMPO 
Violin 


AT THE WEST END CAFE, NEW YORK CITY 


SIDE 1 


Blues in the Closet, Osear Pettiford 6:15 


When It’s Sleepy Time Down South 3:00 
Leon and Otis Rene and Clarense Muse 


Deep Night, Charles Henderson 5:15 
No Moon At All, Redd Evans and 4:35 
Dave Mann 
Undecided, Charlie Shavers 4:45 
SIDE 2 
Makin’ Whoopee, Walter Donaldson 5:10 
Nakasaki, Henry Warren 5:13 
But Not For Me George Gershwin 7:35 
In The Wee Small Hours of the 3:45 


Morning, Dave Mann 


CREDITS 


Live two track recording engineering: Doug Pomeroy 
and Nelson Wong 

Photographer: Sabrina Taylor 

Cover Art: Larry Kelsey 

Liner Layout & Typography: Madeline Sloan 





a 
ay 
o 


Figo. 


BEAN 
RECORDS 


1987 COPYRIGHT PENDING 


The relationship between jazz and the violin has 
always been tenuous. Initially there seemed to be no 
place in jazz for the violin even though the dance bands 
of the World War | years and the 1920s all carried one 
or more violins. But the instrumental basis for jazz 
came, initially, from the street bands that marched 
around New Orleans which had no use for a violin— 
or, for that matter, for a piano which is one reason why 
the history of the piano in jazz is, in its early stages, 
separate from the ensemble of horns and rhythm in- 
struments. Even after almost a century of jazz develop- 
ment, the violin is still a less than common instrument 
in the music. 

When Pete Compo became a professional musician, 
he had no intention of bridging whatever gap there 
might be between jazz and the violin. He spent his first 
27 years as a professional playing the double bass, 
although, like another renowned bassist, Milt Hinton, 
Pete had started his musical studies on the violin. 

“When | was a kid,” Pete was saying recently, ‘‘you 
were a sissy if you played the violin. So, in my senior 
year in high school when they asked for volunteers to 
play the bass, | not only volunteered but | was so anx- 
ious to get away from the violin that | learned and 
started playing the bass right away.”’ 

For almost three decades he plucked and bowed his 
bass with such big bands as Charlie Barnet’s, Claude 
Thornhill’s and Billy Butterfield’s and with small groups 
led by Herbie Fields, Red Allen, Gene Krupa, Willie the 
Lion Smith, Hot Lips Page, Pee Wee Russell, Max 
Kaminsky, Duke Jordan, Gene Roland, Dill Jones, Dick 
Sudhalter and Eddy Davis. 

But after 27 years as a bassist, it occurred to him that, 
while he stayed in the background, he made a lot of 
soloists sound good. Now he wanted his turn up front. 
So he returned to the violin, more appreciative of its 
possibilities than when he had left it, and he now works 
as both a violinist and a bassist. 

Pete's ideal on the violin is Stuff Smith, with whom 
he once played as a bassist. 

“L also like the violin solos that Ray Nance played 
with Duke Ellington's band,”’ said.Pete. ‘But Stuff is 





truly the guy for me. He’s down home and he lets it 
all hang out. | had grown to like Svend Asmussen and 
Stephane Grappelli, but when | started playing the violin 
| thought they were too flawless. | don’t want to sound 
like | came from a conservatory because | don’t. | want 
to play violin as though it were a saxaphone.”’ 

This collection—a night with Pete’s quartet at the 
West End Cafe, the colorful New York jazz room just 
across Broadway from Columbia University—shows the 
diversity of material that Pete uses as a basis for his 
jazz violin: A mixture of blues, jazz tunes, old and new 
ballads as well as old and new jazz styles. 

The opener, Blues in the Closet touches a lot of 
bases—an unintentional but unavoidable pun. It was 
written by the great bassist Oscar Pettiford and, as 
might be expected, it was created in terms of a bassist’s 
imagination. Pete thinks of performance as a tribute to 
Pettiford as well as an opportunity to play the blues and 
to place himself at the modern end of his personal spec- 
trum. Pete mixes his pizzicato and arco playing on this 
tune, as he does all through the set, and at the same 
time he keeps changing the order of solos to avoid the 
monotonous predictability of rotation that many groups 
follow. 

He takes ballads from two generations of crooners— 
Rudy Vallee’s 1929 hit, Deep Night, and Frank Sinatra's 
In the Wee Small Hours of the Morning from the 1950s. 
He remembers Louis Armstrong with Sleepy Time Down 
South, Eddie Cantor with Makin’ Whoopee and Nat King 
Cole with No Moon At All, an unusual mixture of the 
familiar and rarely heard. 

In both cases, the tunes take on a fresh sound not 
just from Pete’s personal use of the violin but from the 
presence on piano of Bobby Pratt, a musician who is 
best known as a trombonist but, as he shows here, is 
an unusually enlivening pianist as both soloist and ac- 
companiest. Along with the veteran bassist Bucky 
Calabrese and the increasingly impressive drummer 
Gaimpaulo Biagi, Bobby Pratt gives Pete Compo the 
kind of supportive setting that Pete, as a bassist, has 
given to the many soloists that he has played behind. 

— John S. Wilson 
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DUKE ELLINGTON was a master in the science of ordering 





tones in succession — combination — blended in temporal relation 

. .. producing compositions of unity and continuity. 
The longevity of his creative musical aptitude is guaranteed. SIDE 1 

History will — without doubt — record DUKE’s efforts for posterity. 1. BETWEEN SOME PLACE, GOIN’ NO PLACE 
This Album is a tribute to DUKE . . . one of the world’s finest 


musicians and a composer of eminent stature. The numbers have 2. A FLOWER IS A LOVESOME THING 
been selected with great care and are presented with delicacy to 


emulate the emotionalism of the — Elegant ELLINGTON Manner. 
Tunes — softer than the touch of silk . . . rhythmical swing smoothness 3. THE MEXICAN BANDIT 
... all hinting at a feeling of a touch of the DUKE — himself. 
Throughout his career, the DUKE maintained an element of | 4. LOVELINESSENCE 
proleptic consistency... | 
SIDE 2 


Consistency of creativity . . . that never diminished . . . 

Consistency of freshness . . . that never staled .. . | 

Consistency of energy . . . that never wearied . . . 1. ACCENTUATE 
| Consistency - itself . . . that never faltered 


| His music is representative of an ageless era — and — the 2. CHELSEA BRIDGE 
| DUKE’s unique style will never become dated. Music — light or heavy 
... up or down tempo — was always an emersion of harmonious sound UMMERTIME 
. .. unparalleled. His style has been copied and imitated . . . His music ne 
re-arranged and re-recorded... but . . . the closest you will come to 
capturing the DUKE’s sound is presented on this Album... . presented 4. LIKE DIG 


— comprised the ELLINGTON BAND. 





| 
| 
| by musicians who played with the DUKE for numerous years — and 
| 


Musicians marked with an individual elegance have joined 
together .. . in an elegant session . . . honoring an elegant man... . in 
| the individual — yet familiar — Elegant ELLINGTON Manner. 


SHELBY MEADOWS ASHFORD 





Album Design and Illustration: _RHONDA KLAPPER 
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JAZZ SHOWCASE 5006 


PETE BROWN & HIS JUMP BAND 
LOWDOWN BLUES JONAH JONES & HIS ORCHESTRA 


SIDE ONE SIDE TWO 


SAID ZED 

THE LITTLE JUMP LOWDOWN BLUES 2 
AIN'T MISBEHAVIN' g B.H. BOOGIE 3: 
CARAVAN g THAT'S THE LICK 38 
THAT'S THE LICK 3 YOU CAN DEPEND ON ME 2 
BLUE SKIES Q BABY, WON'T YOU PLEASE COME HOME 2: 
ROSETTA : TWELFTH STREET RAG 2: 


THE WORLD IS WAITING FOR THE I CAN'T GIVE YOU ANYTHING BUT LOVE _ 2: 
SUNRISE : 20:16 








PETE BROWN & HIS JUMP BAND JONAH JONES & HIS ORCHESTRA 


JONAH JONES TRUMPET fd JONAH JONES TRUMPET 

PETE BROWN ALTO SAXOPHONE TYREE GLENN TROMBONE & VIBES 
ZED JACKSON PIANO IKE QUEBEC TENOR SAX & CLARINET 
DALLAS BARTLEY BASS BUSTER HARDING PIANO 

EDWARD NICHOLSON DRUMS fe! MILT HINTON BASS 


1944 * J.C.HEARD 
(SIDE ONE & SIDE TWO, TRACK 1) 1944 


(SIDE TWO, TRACKS. 2-7) 


Jazz Showcase Records 
30543 S. Camino Porvenir 
Rancho Palos Verdes Ca. 90274 
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CONTAINING PREVIOUSLY | 
UNRELEASED SELECTIONS 


























SIDE ONE 


The Gleam in Your Eyes—The Channels 
Golden Teardrops—The Flamingos 
. Can‘t Help Loving That Girl of Mine—The Hide-A-Ways 
- Shadows—The Five Satins 
I'll Be Forever Loving You—The El Dorados 
Honest—The Gazelles 
Love Me Right—The Skyhawks (PREVIOUSLY UNRELEASED) 
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1 Couldn't Sleep A Wink Last Night—The Mello Moods 
Valarie—Jackie & The Starlites 

Everyone's Laughing—The Spaniels 

Dance Girl—The Charts 

Marcella—The Castelles 


. Coralee—The Hemlocks 


1 Love You—The /dols (PREVIOUSLY UNRELEASED) 


COLLECTABLES 5039 


Other Albums Avaibable The Great Group Series... 


. VOLUME | 
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In The Still Of The Night—7he Five Satins 

I See A Star—The Roulettes 

Dear One—The Scarlets 

You Painted Pictures—The Spaniels 

Fountain Of Love—The Starlarks 

Be True—The Vocaleers 

A Fool Was I—The Velrones (PREVIOUSLY UNRELEASED) 


i) 10) BAO) 


I'm So Happy=—Lewis Lymon & The Teenchords 
Creation—The Kings 

Oh Gee, Oh Gosh—The Kodaks 

Heavenly Father—T7he'Custells 

Stars In The Sky—The Channels 

Are You Sorry—The Whispers 

What's Wrong—The Avalons (PREVIOUSLY UNRELEASED) 
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VOLUME Il a 


SIDE ONE 


To The Aisle—The Five Satins 

Runaround Baby—The Kodaks 

Tears In My Eyes—The Baltineers 

Dear Lord—The Continentals ; 
Moonglow You Know—The Videos | i 

Rainbow Of Love—The Cherokees | 


Milk And.Gin—The Capris (PREVIOUSLY UNRELEASED) 
SIDE TWO E 


Deserie—The Charts 

Crazy Little Mama—The El Dorados 

Lovely Way To Spend An Evening—The Angels 
Get A Job—The Silhouettes oa : . 
The Bells Ring Out—The Spaniels : | 
True Love—The Scarlets ~ 


Never Let Her Go—The Skylarks (PREVIOUSLY UNRELEASED) E 
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Side 1: 


1. Mein Odem ist schwach 





MAX REGER 


(1873-1916) 


THREE MOTETS, Op. 110 


Side 2: 


2. Ach Herr, strafe mich nicht 


(beginning) 


On October 25, 1947, Elsa Reger, then the seventy-seven year- 
old widow of the composer, opened the Max Reger Institute at 
Bonn. Its purpose was to perpetuate Reger’s memory, to safeguard 
the traditional performance of his work, to further such artistic 
and scientific endeavours as would have found his approval and 
to support composers who were his pupils or otherwise worked 
under his influence. Annual prizes were to be offered on his 
birthday, alternately for musicological works and for compositions: 
the first prize for a composition (a chamber work) was awarded 
on March 19, 1948, the seventy-fifth anniversary of Reger's birth. 


It would seem as if posterity finally awarded Reger the 
recognition and plaudits so cruelly denied him throughout his 
working life. For the most part, the life of Max Reger (1873- 
1916) was laborious and full of strife, but in his later years full 


of success also. The outward honors which fell to him — he was 
General-musikdirector, Hofrat, professor and honorary doctor of 
two universities — had little value for him. Life for him was 


an uninterrupted period of study and labor, and the only merit 
he saw in his successes was that due to unremitting toil. To the 
great masters of the past he looked up with the profoundest 
veneration. The question whether he would ever be counted 
among them he calmly left to the test of time. 


The hostility from which Reger suffered in his lifetime was 
due to a widespread misconception of his technical procedures, 
and it would have amounted to a tragedy for him if he had not 
to a great extent shared in it himself: Reger was persecuted as 
a subversive innovator, and no doubt thought he was made to 
bear the martyrdom inflicted on all who defend new ways and 
means in art. True, none but fools not worth taking seriously 
could have overlooked the fact that in his handling of musical 
form he was a rigid traditionalist; and it seems inconceivable that 
anyone who studied, for example, his numerous piano pieces, 
could fail to see that they look back to the minor German 
romantic lyrists of the keyboard — such composers as Adolph 
Jensen and Theodor Kirchner. But he was regarded as a revolu- 
tionary harmonist, and he seems to have accepted that view, 
though he could surely have demonstrated, had he chosen to do 
so, that no chord is to be found anywhere in his music that 
could not be traced somewhere in Bach. Reger might then have 
gone on to say that what was new in his work was not his 
harmony but his way of progressing from chord to chord, That 


Timings: 
Side 1: 15:05 - 9:20 / 24:30 
Side 2; 8:09 - 8:25 / 16:39 
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2. Ach Herr, strafe mich nicht 
(conclusion) 


3. O Tod, wie bitter bist du 


N.C.V.R. Vocal Ensemble, Hilversum 
MARINUS VOORBERG, Director 


would not have been quite true, however. His progressions are 
capable of being explained by orthodox harmonic analysis — so 
long as they are progressions at all. What was new about his 
way of writing was that it often scorned any sort of rational 
progression and took to a manner of modulation which linked 
chord to chord by a series of jerks — and unfortunately the 
manner degenerated into a mannerism so often repeated as to 
become tiresome at best or unbearable at worst, according to 
taste and prejudice. 


Reger's modulatory procedures are worth illustrating, though 
brief and simple examples are everywhere apparent in his works. 
For example, the peculiar nature of the works recorded here — 
the a cappella choral writing masking very complex chromatic 
progressions — enhance the peculiar harmonic structures on which 
Reger built his works. Actually, there is nothing in all of Reger, 
apart from some very crude and unsatisfying harmonic sounds, 
with which fault can be found technically, much Jess anything 
that can be described as a harmonic audacity. 


In justice to Reger it should be said that he could, of course, 
modulate with great skill and originality when he chose, as in 
the grandly humorous Variations On A Theme By Hiller for 
orchestra. What annoyed his contemporaries was his loose string- 
ing together of chords with pretense of making new discoveries; 
but they themselves were to blame for not noticing that he was 
only playing a game of his own devising with old material. In 
this sense, Reger can definitely be called the first of the neo- 
classicists. 


Reger unquestionably wrote too much music, and almost every 
work of his, except for many of the songs and choral pieces 
(including the Op. 110), is stuffed too full of notes and especially 
of accidentals, His work on the whole is oppressively deficient 
in light and air. But he was in a sense a great as well as a too 
abundantly creative musician. What has earned him lasting re- 
spect — if not much affection outside his own country — was not 
his pretended newness nor any fundamental originality, but his 
tenacious upholding of the great traditions in composition, based 
mainly on a study of Bach's art in all its bearings. 


Specifically, the Motets Op. 110 rank among their composer's 
most ingratiating and beautifully-textured works. I can recall no 
other piece of music, aside from Schubert's Quintet Op. 163, 
which is purely instrumental, containing such luscious five-voiced 
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textures and vocal colorings. The texts are quite serviceable and 
obviously, inspired Reger to some of his finest vocal writing. 
Scored for two soprani, alto, tenor, and bass, the Motets Op. 110 
run an emotional gamut from extreme serenity, gravity, and 
devotion (Nos. 1-2) to overwhelming joy and brilliance (No. 3). 
By their evidence alone, Reger must rank as one of the most 
spiritually profound and religious composers of early twenticth- 
century Germany. 


For all the talk one hears of Reger’s overloaded textures and 
bombastic scoring, the Motets Op. 110 belie this obvious foolish- 
ness. While I have stated that their harmonic structures are 
complex, the vocal textures, on the contrary, are the most deli 
cately precise in the composer's output. The novice to Reger’s 
art should carefully study the balanced voice-entries at the start 
of the second motet, in which the prayer for mercy is uttered 
softly, in an almost supplicating tone, and yet produces an effect 
of unbearable power and strength. Indeed, this second motet is 
one of the finest, most powerful vocal pieces Reger ever produced: 
at times, the sheer beauty of the vocal writing and the tension 
of the harmonic progressions are almost unsupportable (for ex- 
ample, listen to the terrifying outburst in Measure 75 on the 
word ‘‘Grimm’’). 


Why are these works not performed more often? Outside of 
Germany, it is very difficult for musicians and music lovers to 
obtain copies of Reger’s vocal works. The stupendous Ausgabe 
now under way is available to those people and musical institu- 
tions wealthy enough to be able to purchase them: the private 
individual, on the other hand, has no recourse (as, frankly, had 
the present writer) but to delve into the collections of old 
libraries and reconstruct, from crumbling short scores and parts, 
the many undiscovered and unperformed musical treasures form- 
ing a substantial portion of Reger's output. As was stated above, 
1 am of the opinion that the Reger which will endure — outside 
of his native land — is the Reger of the monumental organ 
works, the Reger of the songs and choral pieces, Apart from the 
most popular pieces — the sets of variations on themes by 
Mozart and Hiller — the bulk of Reger’s output is ignored in 
this country. Musicians need to become acquainted — through 
popular editions and on an intimate level — with those works 
by the composer (including the Op. 110 Motets) which for too 
long have lain shamefully neglected. 


MARK GANTT 
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MOTETS, Op. 110 


MEIN ODEM IST SCHW ACH 


Mein Odem ist schwach, 

und meine Tage sind abgekurzt, 

das Grab ist da. 

Fuhrwarr, Gespott umgibt mich, 

auf ihrem Hadern muss mein Auge weilen, 
Sei du selbst mein Burge bei dir, 

wer will mich sonst vertreten? 

Wie stehet du dem bei, der keine 
Kraft hat, 

hilfst dem, der keine Starke in 

den Armen hat! 

Wie gibst du Rat dem, 

der keine Weisheit hat, 

und tust kunk Verstandes die Fulle! 
Aber ich weiss, dass mein Erloser lebet, 
und er wird mich hernach aus der Erde 
aufwecken, 

aber ich weiss dass mein Erloser 


lebet. 


My strength is weak, 

and my days are numbered ; 

my grave prepared, 

and I am mocked and scorned, 
my eyes behold my scoffers. 

Be Thou my shield against storm, 
else who will defend me? 

Stand by those who have no 
strength, 

stand by those whose arms 

are weak! 

How those are given knowledge 
who possess none; 

how those are made glad of spirit! 
But I know that my Redeemer lives, 
and he will take me from this 
Earth, 

for I know that my Redeemer 


lives. 


ACH, HERR, STRAFE MICH NICHT 


Ach, Herr, strafe mich nicht 
in deinem Zorn, 

und zuchtige mich nicht in 
deinem Grimm, 

ach, ach, Herr, sei mir gnadig, 


erhore mich, wenn ich rufe, 


O Lord, do not punish me 
in Thy wrath, 

do not swallow me up in 
Thy great anger! 

Be merciful to me, O Lord, 


hear my plea, 





ich bin schwach, 

Gott, Gott, Gott, meiner 
Gerechtigkeit, 

der du mich trostest in Angst 

erhore mein Gebet, 

denn ich bin schwach. 

Ich liege und schlafe ganz in Frieden, 
denn allein du, Herr, hilfst mir, 
das ich sicher wohne. 

Ich bin so mud vom Seufzen, 

mein Schild ist bei Gott. 

Herzlich lieb hab ich dich, 

Herr, meine Starke, 

du tust mir kund den Weg zum Leben, 
vor dir ist Freude die Fulle, 


vor dir ist Freude ewiglich. 


MHS 1519 


for I am weak, 

Lord, Lord, Lord. 

I beg for mercy 

that Thou might comfort me 
and hear my prayer, 

for I am weak. 

I lie here sleeping, quite at peace, 
for You alone, Lord, help me; 
By Your Grace I live alone. 

I am so weary of suffering, 

my Saviour comforts me. 

I love the Lord with all my heart 
Lord, my Strength, 

You alone make easy my life for me 
before You is joy everywhere, 


before You is joy eternally. 


O TOD, WIE BITTER BIST DU 


O Tod, wie bitter bist du, 

wenn an dich gedenket ein Mensch, 
und auf Sorgen lebet; 

wenn an dich der gute Tage hat 

und dem es wohl geht in allen Dingen 
und wohl noch essen mag! 

O Tod, wie wohl tust du dem Duftigen, 
der da schwach und alt ist, 

der in allen Sorgen steckt und 

nichts Bessers zu hoffen noch 


zu erwarten hat, 


the musical heritage society Inc. 
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O death, how bitter art thou, 

when mankind ponders thy nature: 
when mankind lives in pain. 

To he whom life has shown blessing 
and has a future full of joy 

how bitter art thou, death! 

O death, how bitter art thou, 

for those who are old and weak, 
who live only in suffering 

and can hope for no happier 


tomorrow! 








a eats LAIASRE, ae 





| SUPER 

STEREO 
ORIONSOUND 
dolby process 


The earliest example of a keyboard duet, A 
Verse for two to play on one Virginal or Organ, is 
by Nicholas Carlton, an early 17th century English 
composer. The genre, however, did not really begin 
to mature until the late 18th century, with the four- 
hand works of Mozart. Virtually all the important 
composers of the later 18th and 19th centuries made 
somecontributions, butit remains a neglected corpus 
of work. 

Four-hand music is chamber music, to be sure, 
but that does not entirely explain the neglect. The 
intimacy of the ensemble is perhaps the key: two 
players sharing one instrument. The degree of co- 
Operation necessary to a convincing performance 
is thus unique in chamber music. 






Brahms: Variations on a Theme by Schumann, 
Op. 23 

Brahms based two sets of variations on themes by 
Schumann: Op. 9, for solo piano, and Op. 23 for 
piano duet. The Op. 23 set dates from 1861; his pre- 
occupation with the variation form at this time — 
a product of his absorption with earlier forms — 
is evident from the number of early compositions 
in this style. Besides Op. 9, there are two sets of 
variations comprising his Op. 21; Op. 24 is the magni- 
ficent Hande/ Variations; Op. 35 is the brilliant 
Paganini Variations; Op. 56 is the Haydn Varia- 
tions, extant in an arrangement for two pvianos as 
well as for orchestra. 

Schumarn wrote the theme of what ‘as to be- 
came Brahms’ Cp. 23 in February 1854, shortly 
before his attemp ed suicide. It was his “‘lest inspira- 
tion,”’ and he bel eved the inspiration to have come 
from Mend:lssoht and Schubert, althoug! it closely 
resembles ihe theme of the slow mover’ ent of his 
own Vio in Conce ‘to. Most striking about the theme 
is ics utter simplicity; it is ‘n two sectioy s, the first 
having two plhiras2s of eight bars each, \he second 
having one longer phrase of twelve bars ‘vhich sub- 
divide into three yroups of four. There are no sur- 
prises; harmonicaily it moves from tonic t» domi- 
nant and back. 

Throughout the set, Brahms adheres clcsely to 
phrase structure of the original theme. Only in the 
last variation (No. X) does he alter the structure of 
the first section: instead of two phrases of eight 
bars each, there is one of eight followed by one of 
six which is repeated. Likewise, all the variations 
have a repeated twelve-bar phrase for the second sec- 
ond section with the exception of Nos. II and IV, 
which have 13 bars, and No. X which has 14. 

The theme is in EP major and Brahms remains in 
this key through Variation II1. Variation | adds a 
delicate figuration to the theme, but does not de- 
part from it. The second variation, however, retains 
a structural relationship to the theme, but is rhyth- 
mically more marked and much thicker in texture. 
Variation ||| alters the theme by melodic embellish- 
ment in the primo, while being rhythmically at odds 
with the arpeggiated chords of the secondo. 








Sissies 


Variation IV has a change of mode — to EP minor 
- and departs texturally from the others with its 
canonic writing and increasingly rapid rhythmic 
figure in the bass. No. V not only has the first key 
change — to B major — but also the first metric 
change, from 2/4 to 9/8; it has an altogether differ- 
ent character from the preceding variations, lighter 
and more dance-like. Variations VI and VII return to 
gb major but are otherwise sharply contrasted. 
No. VI is just the slightest bit pompous with its 
persistent dotted figure and bass octaves, while 
No. VII, in a different meter, is rather wistful. 

Variation VIII, in G minor, has a tune recall- 
ing gypsy melodies. The ninth variation, in C 
minor, is the climax of the set, more orchestral 
than the others and with sweeping scales which 
seem to tear the listener, rather than lead him, 
from one thought to another. These two departures 
from the tonic effectively prepare for its return in 
the somber finale, a funeral march with chords in 
dotted rhythms suggesting horns over a drumlike 
roll in the bass. Repeated treble BPs in the middle 
section produce the effect of bells. The lower part 
has dark modulations in the last section over which 
the theme returns, a final homage to Schumann, 
with indescribable poignancy. 

Brahms’ variation techniques in this set are simi- 
lar to those of his other sets: figuration, intensifica- 
tion of rhythm, canonic techniques, contrasting 
textures. This set, however, is more intimate and 
restrained than the larger, more brilliant sets based 
on themes of Handel and Paganini for piano solo. 


Rachmaninoff: Six Pieces, Op. 117 


These pieces represent Rachmaninoff’s only major 
contribution to duet literature, although his works 
for two pianos are well known. They were written 
in 1894, two years after he graduated from the 
Moscow Conservatory. His style is as yet unsettled, 
but the pieces — with the exception of the 
Waltz — are unmistakably Russian and unmistakably 
Rachmaninoff. 


1. Barcarolle - G minor 
2. Scherzo - D major 
3 Russian Theme —- B minor 
4. Waltz -  Amajor 
5. Romance -  Cminor 
6. Slava -  C major 
Except for the Scherzo and the Waltz, the pieces 


are monothematic. The Barcarolle is based on a 
short, syncopated, descending motive building to a 
climax with brilliant cascades of sound, but sub- 
siding to a quiet close. The Scherzo is structurally 
the most interesting of the pieces with its sharply 
contrasting rhythmic ideas and irregular phrase 
lengths. It is also harmonically unstable; although 
it is in D major, it opens with a lowered seventh 
which leads to a half-diminished chord, and it is 
only after several bars that the tonality is established. 
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3/4 against 9/8 in the primo. 

The Slava melody is familiar from the third 
movement of Beethoven’s Quartet Op. 59, No. 2, 
and especially from the Prologue to Boris Godunov 
of Mussorgsky. It has the simple majesty of a nation- 
al hymn and Rachmaninoff's treatment of it is, 
perhaps, a tribute to his homeland. The theme is 
introduced unaccompanied; in successive sections, 
it is treated in a variety of ways, building in intensity 
to a section marked “Allegro di molto,” which 
suggests trumpets and horns. Following this, the 
theme appears in augmentation in the secondo with 
brilliant trills in the primo. The last section — 
Grave - fragments the theme and ends in a burst 
of color. The demands on the piano for coloristic 
effects nearly exhaust the resources of the instru- 
ment. It is interesting to note that Rachmaninoff 
never again wrote for piano duet, turning instead 
to two-piano works which offer wider possibilities 
in the realm of sonority. 
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Introducing 


MISCHA LEFKOWITZ, VIOLINIST 


International Prize Winner 
Carnegie Hall American Music Competition 





SIDE 1. (22:54) 
ERNEST BLOCH (1880-1959) 
CONCERTO FOR VIOLIN AND ORCHESTRA (32:41) 


|. Allegro deciso (17:03) 
Il, Andante (5:44) 
Ill. Deciso (9:54) ON SIDE 2. 


This work completes the trilogy of “concerti” for Bloch’s 
favorite instruments: the cello in Schelomo, the viola in the 
Suite Hebraique, and finally one for his beloved violin. (He had 
written a violin concerto in his youth while he was studying 
with Ysaye but recognized it to be an artificial display piece 
and suppressed it.) The mature concerto was begun in 1930 
but, with frequent interruptions, was not completed until 1938. 
The premiere was late that year with the Cleveland Orchestra 
Mitropoulos conducting and Szigeti as soloist. The 
relationship betwen Bloch and Szigeti went back to 1909 when 
Bloch conducted and the teen-aged Szigeti played the 
Mendelssohn Concerto. When Szigeti became world-famous, 
he was an indefatigable champion of Bloch's compositions, 
and no other violinist could have been considered for this 
concerto. (It was recorded by Szigeti in 1939.) 

From an interview when Menuhin recorded the concerto in 
1964: What were his first memories of the Violin Concerto? 
Menuhin smiled. “Let me tell you,” he said, “about the Big 
Wait. The Concerto came out in 1938. | was in London at the 
time. | got the score and was greatly taken by it. One thing 
that impressed me was the contrapuntal writing. Did you know 
that Bloch, when he was well over fifty, with years and years of 
composing behind him, started studying counterpoint all over 
again? When | knew him in Paris, he was putting in four or five 
hours a day, like any conservatory student, writing 
contrapuntal exercises and fugues. He did this to improve his 
technique and his mastery of form. You see the fruits of it very 
plainly in this concerto. 

Coming back to 1938: In my enthusiasm, | telephoned the 
Powers That Be from my hotel and said, ‘This is a wonderful 
work! | love it! | must record it immediately!’ There were 
sympathetic noises from the other end of the line. They’d be 
delighted, they said, but unfortunately a recording has already 
been arranged with Szigeti, Charles Munch and the Paris 
Conservatoire Orchestra. There just wouldn't be sufficient 
demand for a second version. However, they'd bear my 
request in mind, And so they did. My request was granted after 
twenty-five years. Not that I’m grumbling; | couldn't have 
played it as well in 1938 as | play it now.” 

The opening theme of the Allegro deciso comes from 
American Indian music that Bloch heard in New Mexico. It had 
a great effect on him, for it is the unifying motif for the entire 
concerto, It is first assertively stated by the orchestra, after 
which the violin enters with elaborations of the melody. The 
rest of this movement (and the last) are stamped with Bloch's 
personal and unique style of interplay of drama and quietude. 
This dichotomous treatment is a familiar trait in many of his 
compositions and particularly the first two string quartets. 
Soaring cantilenas are interrupted by savage outbursts in the 
orchestra, and everything happens at unexpected moments. A 
staid formal outline is not to be found here, The cadenza is a 
wonderfully integrated piece (Menuhin considers it among the 
six best written for the violin). In a sense it isn't a cadenza in 
the old fashioned sense of the word; it’s a chance for the violin 
to soliloquize without orchestral distraction. Following the 
cadenza, the violin has an exquisitely flowing respite with 
subdued orchestral accompaniment — and a short energetic 
coda ends the movement. 

In the second movement, Andante, the orchestra is reduced 
in size, featuring solo instruments in a chamber music 
intimacy. The oboe, with a pastoral melody, leads the violin 
into the movement. This relaxed melodic course is interrupted 
by a short middle section of some agitation with 
reminiscences of the first movement — but the squall passes 
and calm is restored, and the Andante ends with an idyllic 
flute and violin duet 


and the 


Bao LONDON PHILHARMONIC ORCHESTRA 


conducted by 


PAUL FREEMAN 


SIDE 2. (27:04) 

BLOCH: Violin Concerto, 3rd Movement (9:54) 

The last movement, Deciso, opens with a fierce orchestral 
return of the Indian theme, The finale proper, Allegro 
moderato, has a rather solemn violin entrance which is soon 
dispelled by a happy, carefree, even playful melody. This is 
extensively elaborated with passages, some new, some old, 
with interjections of the Indian motif constantly at odds with 
the attempt to relax. Another folk-like theme (Swiss?) receives 
the same treatment which leads to a huge orchestral outburst. 
The conflict is resolved, and the cyclic Indian motif is given a 
final statement by the violin in an exultant conclusion. 

On reflection, there is an inescapable feeling about this 
work; if not avowedly Hebraic, it is subconsciously so. The 
opening Indian theme could almost be rendered on a ram's 
horn, and the violin writing has many moments for cantorial 
passion. In many ways it is the Schelomo of the violin. 


SERGE! PROKOFIEV (1891-1953) 

Sonata for Violin Solo in D, Op. 115 (12.00) 
|. Moderato (4:46) 

I. Andante dolce (3:12) 

Ill. Con Brio (3:49) 


The sonata was completed in 1947, a year after the F Minor 
Sonata for Violin & Piano. It was introduced to American 
audiences by Szigeti (as were all of Prokofiev's violin works 
save the 2nd Concerto). 

The first movement begins almost baroquelike but quickly 
leads to a very lyrical Prokofian second theme. These two are 
worked in a straightforward sonata form treatment ending with 
a brilliant coda. 

The second movement is a theme and five variations ona 
folksong-like subject. The variations are short and do not stray 
far from the theme: the 1st is a semiquaver decoration, the 2nd 
is a Scherzando in triplets, the 3rd an almost literal treatment 
of the theme in the minor, the 4th is served with semiquaver 
triplets as an accompaniment, the 5th harmonizes the theme in 
two parts making for a weighty conclusion. 

The third movement begins as a lively rondo with a dancing, 
rhythmical subject. This is interrupted by an Allegro 
precipitato section, and the movement ends with an interplay 
of these two elements. 


PABLO DE SARASATE (1844-1908) 
Introduction and Tarantella, Op. 43 for Violin & Orchestra (4:56) 


Paganini dominated the violin stage in the first half of the 19th 
century, and it was believed that no other technical wizard 
would ever take his place — they didn't count on Pablo Martin 
Meliton Sarasate y Navascuez. The “Spanish Paganini,” with 
his unmatched technical brilliance and bewitchingly elegant 
style, reigned over that stage for the last half of the century. 
Composers were eager to write for him, and many of these 
works still hold audiences today: Lalo’s Symphonie 
Espagnole, Bruch's Scottish Fantasy, Saint-Saens’ B Minor 
Concerto and Introduction and Rondo Capriccioso, to 
mention a few of the best known. 

Unlike Paganini, who wrote and played his own concerti, 
Sarasate wrote only short pieces, among these the Spanish 
Dances and the inescapable Zigeunerweisen are the most 
popular. The /ntroduction and Tarantella, a late work, has all 
the traits of his style in that the melody is always predominant. 
Like Chopin's embellishments, the technical display never 
obtrudes on the melody even in its most coruscant moments 
— and there are many. That he was most at home in a Spanish 
element is evident in this work, for he even makes the 
tarantella sound Spanish! 

— NOTES BY JOHN L. ERLING 
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Introducing MISCHA LEFKOWITZ, Violinist 
“An artist of the most notable technical facilities and finest 


sensitivity” — CARLO MARIA GIULINI. 
“One of the most remarkable violinists of his generation. A 
true representative of brilliant and successful approach to the 
art of violin playing” — HENRYK SZERYNG. 
“His slavic background is apparent in the full-bodied tone he 
draws from his instrument and in the impressive security with 
which he negotiates high-lying sustained passages”. 

— NEW YORK TIMES. 
“Lefkowitz dazzles ... his performance was a bull's eyes, a true 
realization ... a fine ribbon of tone at the top of the list”. 

— BOSTON GLOBE. 

“He is a musician of purpose and drive, heart and intellect, 
one whose technical apparatus serves him as well as his 
powers of imagination” — LOS ANGELES TIMES. 


MISCHA LEFKOWITZ began his violin studies at age seven in 
his native Riga, Latvia, and made his recital debut at age 12. At 
17 he was admitted to the Moscow Conservatory to the violin 
class of Leonid Kogan. He has also studied with Nathan 
Milstein, Mischa Mischakoff, Roman Totenberg and Henri 
Temianka, and with Jean Fornier at the Mozarteum Academy 
in Salzburg. He has been a member of the Los Angeles 
Philharmonic Orchestra. 

A winner of the 1983 International American Music 
Competition, co-sponsored by The Rockefeller Foundation 
and Carnegie Hall, Mr. Lefkowitz has appeared as soloist with 
the English Chamber Orchestra, Fresno Philharmonic, 
American Chamber Symphony, London Philharmonic and with 
the Camerata Academica of Salzburg in Austria, Switzerland, 
France and Finland, as well as solo recitals in Carnegie Hall 
and Merkin Hall in New York City. Other awards include 
Special Prize of the Paganini Competition, First Prize of the 
Fresno Rotary International Competition and Republican 
Contest for Violin Soloists; Second Prize for chamber music at 
the Concertino-Prague Czechoslovakian Radio Competition, 
and Winner of the Bach Festival Young Artists’ Awards. In 
September, 1985, Mr. Lefkowitz was a winner of the city of 
Paris “Musique Francaise” prize from the Yehudi Menuhin 
International Violin competition. 


PAUL FREEMAN, Music Director and Conductor of the 
Victoria Symphony Orchestra in British Columbia, Canada, 
since 1979, received his Ph.D. from the Eastman School in 
Rochester, New York. He has studied with Pierre Monteux and 
at the Hochschule fiir Musik in Berlin, Germany. He was 
Associate Conductor of the Dallas Symphony Orchestra, 
Conductor-in-Residence of the Detroit Symphony, principal 
guest conductor of the Helsinki Philharmonic and Music 
Director of the Opera Theatre of Rochester, New York. 

Paul Freeman is a winner of the prestigious Mitropoulos 
Conductor's International Competition. 
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MOZART 


Divertimento in E Flat Major for Violin, Viola, 


When it comes to misnomers the title 
THE MUSIC of the Divertimento catalogued as K. 
- 563 takes some kind of prize. One 


would reasonably expect the work to 
be, like the many so categorized, one of those inconsequential 
orders of “table music” which were served up with dinner 
in the manors of the eighteenth century upper classes. Lo, 
this is no Muzak-type expendable. Far from qualifying as 
atmospheric back ground for conversation, it is not in the 
slightest a frivolous proposition. Homer Ulrich finds it a 
“serious and profound” composition, and no responsible 
authority ever has found it otherwise. Rudolph Gerber, in 
a penetrating analysis prefacing the Eulenburg score, insists 
even that it “dominates” among the last great Quartets and 
Quintets—a sizable achievement indeed. 

That is not to say that this Divertimento is a gloomy pro- 
duct. To the contrary, it is one of Mozart’s happiest crea- 
tions. So felicitous is its unfoldment that it seems, superficially 
considered, a rather jolly little series of pieces. And in one 
sense it is just that: a triumph of an irrepressible spirit over 
a formidable array of adversities. Characteristically there is 
no hint of the travail that hung heavy over its composer 
in his desperate and decisive thirty-third year. 

Mozart's fame had not been a profitable asset at its height. 
Now his professional fortunes were in decline. His wife 
was ill, His savings were gone. He was nearing the end of 
his temperamental tether. That he could write such sublime 
music as this under these circumstances is one of the authentic 
phenomena of the tonal art. And even when the clinical 
psychologists explain away the mystery in it, the miracle will 
remain. 

In the spring of 1788—a brand new document call The 
Constitution of the United States was being ratified in far- 
off North America—Mozart’s morale had reached a nadir. 
The record shows that in that brief period he wrote no less 
than thirteen beseeching letters to the wealthy merchant 
Michael Puchberg, each one an earnest appeal for financial 
istance. To his eternal credit Puchberg seems to have 
obliged every time, apparently content to have nothing in 
return but an occasional private concert in his home. Nor 
did the composer begrudge this humble deployment of his 
talents. In June he ask his captain of commerce: “When 
are we to have a little music at your house again? I have 
written a new Trio.” The latter was not the K. 563, but that 
was not long in coming. It was set down in the ensuing 
September. 

The Divertimento is scored for violin, viola and cello. Its 
key signature is E flat. There are six movements: Allegro, 
Adagio, Minuetto, Andante, Minuetto-Allegretto and Rondo- 
Allegro. 

A descending chord motif introduces the first theme and 
expands to make way for the vigorous descending scales that 





JEAN POUGNET — Violin 
FREDERICK RIDDLE — Viola 
ANTHONY PINI — Cello 


follow. The second theme is sung in thirds by the violin 
and cello above the viola. An impression of gaiety prevails. 
In the development, we discern the original chord motive 
peregrinating in distant keys while, in the viola and cello, 
an ascending bit of counterpoint is recognizable as the second 
theme. A formal recapitulation follows after the subsidiary 
melody has been metamorphosed elaborately. 


The Adagio is nothing, on paper, but a reversal of the 
foregoing chord motive, which is given out by the cello. 
But Mozart weaves from it a song so elegiac that one is 
tempted to infer programmatic implications. And yet for 
all its poignance the keynote here is serenity. One looks in 
vain for anything to confute the pervading evidence of inner 
peace; Mozart was not one to wear his heart on this sleeve 
musically. 

Moreover the first of the two Minuets is an exercise in 
classic form pure and simple. The melodic line moves along 
rapidly and there is a proliferation of embellishment. 


Between the Minwets is a set of variations marked Andante. 
Actually these are double variations, as Hermann Abert re- 
minds us: “. .. for each part of the theme is varied afresh 
when repeated, and the first part and repetition form in each 
case a complete variation.” Nowhere is Mozart’s contrapuntal 
genius more manifest. In the final variation the viola is 
heard in a skeletal reference to the original theme while the 
violin and cello spin a web of florid detail around it; by this 
time the theme has been so played on that it is almost for- 
gotten and one is a little startled when it reappears, intact, 
in the Coda. 


The second Minuet is an easygoing interlude whose broad, 
hearty line makes a convenient transition to the wondrous 
Finale. Mozart was always at his best in a Rondo such as 
this is; he loved to keep everything going at a mile-a-minute 
clip while varying and developing his themes and working 
out dynamic equations. One writer has rhapsodized of this 
Particular section: “. . . how gratifying to penetrate the sur- 
face complexities that are a part of nineteenth (sic.) century 
music to find a simplicity disturbed by no spiritual theorem 
or problem.” Well, that is one way to look at it. More 
likely, in fact implicitly, the Divertimento is a brilliant valida- 
tion of the classical ideal, which is itself a theorem, in order 
to escape from temporal problems. In any event, it is an 
eloquent affirmation of art for art’s sake. 


It remains to be said, parenthetically, that this Divertimento 
is only one of twenty-two listed by Kéchel, and that it is 
quite properly dedicated to the generous Puchberg. One 
wonders if the man knew, really, how much he was getting 
for his money. 


JAMES LYONS 
Editor, The American Record Guide 
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JEAN POUGNET, FREDERICK 
RIDDLE, and ANTHONY PINI 
are three of Great Britain’s out- 


standing instrumentalists, renowned 
as soloists, as chamber music performers, and as members 
of some of the leading symphony orchestras. 

JEAN POUGNET gave bis first London recital at the ege 
of fifteen, while a student at the Reyal Academy of Music, 
where he won three scholarships successively. During World 
War II he did special work for B.B.C., and in 1942 he joined 
the London Philharmonic Orchestra as concert master. In 
1945 he left his post with the orchestra to concentrate on 
solo work and chamber music. 

FREDERICK RIDDLE, originally 2 violinist began bis 
career as a violinst in 1935. His performances of she Walton 
Violin Concerto brought bim great acclaim, and he bas 
played with symphony orchestras in many European capitals 
and throughout the British Isles. Mr. Riddle has also been 
Pr sneibel violinst of the London Symphony and of the London 

bilbarmonic Orchestra. 

ANTHONY PINI, born in Argentina, has lived in England 
since twelve years of age. He has made four American tours 
and played in most of the European capitals, receiving partic- 
ular praise for bis interpretation of the Elgar Cello Concerto. 
He has also been first cellist of both the Royal Philbarmonic 
Orchestra and the London Philbarmonic Orchestra. 


THE RECORD-—The original tapes for this recording were 
produced with the latest and most natural microphone techniques 
available, and were then transferred to a master disc without 
changes, the original sound preserved as performed. Pressings 
from the master disc were compared with the original tape and 
only when a comparable match was effected was actual produc 
tion approved. This recording follows the R.I.A. A. characteristics 
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UN SOIR D’ETE 


ENKIGO 
PAAGIAS 


VOUS LES FEMMES 
E.Macias . P.R.Blanc , J. Demarny 


IL RESTE AUJOURD‘HUI 1963 


E.Macias . A. Huruguen ( Pathé Marconi) 

PUISQUE L’AMOUR COMMANDE 
E.Macias. J. Demarny ( Cirta) 1967 
EAN") Bg |B) = 1964 


Petrov. P.Gerard (Chant du Monde/ P. Gérard) 


TO! LE POETE ( Cirta )1967 


J.Claudric , E. Macias -J. Demarny, E. Macias 








( Marine) 


( Pigalle) 1963 
D.Pomus ,M.Shuman-A.Salvet C.Carrere 


010) 31 uO) 0) mam Wt @) > tam D) Um \1/(@)\\| D) caer 


‘E.Macias - J.Demarny , P.R.Blanc 


Orch.dir : 1.4.5. J.Claudric -2.6. A.Huruguen 
3.5.a l’acc. Jo Courtin 


(Cirta) 


1965 A 
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CHANTER 
E.Macias - J.Démarny 


VAGABONDS SANS RIVAGE 


(Conae-B) 


1963 (Chappell) 


“NUBES DE COLORES” A.Alguéro-P.Cour - 


1965 


SANS VOIR LE JOUR 
Folklore, arrgt.E.Macias 
CHIQUITA 

E. Macias - A.Huruguen - L. Halimi 
L’AMOUR C’EST POUR RIEN 

(Train Bleu / Tutti ) ’ E.Macias - P.R.Blanc 
1965 AN od od ol oe 1 @) | 
(Marine/ Cirta ) E .Macias - G.Bertret , J. Demarny 


AVEC LES PINS DU BORD DE L'EAU 


1964 Ti ttio E .Macids - E.Marouani , A.Huruguen 


(Compagnie /Cap-) 


1962 ( Pathé Marconi ) 


1964 


Orch. dir : 1.3.5.6.7. J.Claudric 


2. A.Huruguen 
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05592 : THE SHADOWS 
Mustang, Shane, Giant, Shotgun... 


peat: SUPERSTARS 
ja doo ron ron, Lonely Joe, 
hi i never fall in love again... 


ck around the cl 


13219 : BURT BEANCA 





Re 
Something alse, ae ie guitar... 


95397 : JIMI HENDRIX 


13164 ; TINO ROSSI 

Strange things, res do la cascade: Carioca, Jeux interdits, 

eee Weusand dances, Colombella Recuerdos de gy Ane tbeae 
allad of 


13202 : SUITARE: aes 





MUSIC FOR PLEASURE 3 


AMSTERDAM - BRUSSELS - JOHANNESBURG - KOLN 


335,.RPM @® 1975 LONDON - PARIS - STOCKHOLM - SYDNEY 


MANUFACTURED BY 
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Tha STEREO record can alao be played with a su pate MONO pick-up 
Bee ‘stereo LP kan ook op een moderne m enspelet gedraaid worden 
vese Schaliplatte kann mit jedem modernen ene htTonabnehmer abgesprelt werden 
PHOTO : G. NAUVECELLE 
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No Man Is Going To 
Change Me © 






















Side One 
: 1. THAT’S NO JOKE (Joe 
BMI—Rightsong Pub.—2 


2. NO MAN IS GOING TO CHANGE ME (Gladys She 
ASCAP—Spiral Rec. Corp.—3:22 


iA HAPPEN TO ME (Kim Weston-Muchy Stevenson) 





S FOR HER (Gladys Shelley) 
piral Rec, Corp.—3:50 - 











3. WHERE FLAMINGOS FLY (Van Morrison) & OW WEEP FOR ME (Ann Ronell) 

: BM1I—Caledonia Soul/Warner Tamerland—4:30 5CAP—Bourne Co.—4:40 

3 4. SEX IS A MISDEMEANOR (Walter Bi 4. LOVE FOR SALE (Cole Porter) 
,# ASCAP—Walter Bishop Musi ASCAP—Warner Bros. Inc.—2:35 

is [IT] AIN'T NO USE NO MORE IN LIFE(Bill Dogett—Ace & Regina Adams) 

BMI—Rightson: MI—W & K Pub.—4:59 
| ial 6. HOW DID VE TOLD YOU (Carl Sigman—Jimmy Van Heusen)) 

te Sp A AP— 5ongs/Boca Music—3:40 
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Engineer J Dave 
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PRAISE HIM 


THE JULIUS BROCKINGTON ENSEMBLE 


JULIUS BROCKINGTON - - - -‘SEX”’ Rhythm & Blues Composer-Bandleader ENSEMBLE: 
---- the “EX” is the result of his conversion into the field of Gospel Music. 
It is evident that Julius possesses the GOD-given talent of communication Julius Brockington - Piano & Organ 
through song. Gospel Music is fortunate - indeed - to have him join their field. Ron Carter - Bass Guitar 
His unique musical sound has been labeled as the‘ BROCKINGTON RHYTHM’. Ralph Fisher - Drums 
Ron Capitol - Flute 
Chery! Torian - Vocals 
Julius is totally committed to “MAKING A JOYFUL NOISE UNTO THE Jan Terry - Vocals 
LORD” - by empicying his musical talent and has become a dedicated instru- Gail Blackwell - Vocals 
ment of the LORD. Brenda Brown - Vocals 
Charles Williams - Vocals 
Michael Martin - Vocals 
“PRAISE HIM” is an inspiring message - offered through song - by the JULIUS Rev. Joseph Brown, D.D.- _ Narrator on “‘Sinner’s Prayer’’ 


BROCKINGTON ENSEMBLE. !t is a glorified Gospel experience you will long 


remember and enjoy. Photography by Maurice Woodson 


Produced by Julius Brockington 
Recorded at Sheffield Recording Co. 








Timonium, Md. 21093 
SHELBY MEALIOWS ASHFORD Recording Engineer: Bill Mueller | 
SIDE 1 SIDE 2 

1. Praise Him (J.Brockington/J.Brown:Kiya Music,BMI) 4:22 1. Lord Jesus Christ (J.Brockington/J.Brown:Brown-Brock Music,BMI) 4:07 
2. Always Be By My Side (Traditional) 5:48 2. If It's His Will (J.Brockington/J.Brown:Brown-Brock Music,BMI) 3:12 
3. Sinners Prayer (J.Brockington/J.Brown:Brown-Brack Music,BMI) 3:40 3. Gorl Loves People (J.Brockington/J.Brown:Brown-Brock Music,BMI) 4:00 
4. Going Up Yonder (W.Hawkins:Lexicon Music, ASCAP) 2:25 4. God’s Grace (J.Brockington/J.Brown:Brown-Brock Music,BMI) 3:25 
5. Day By Day (J.Brockington/J.Brown:Brown-Brock Music,BMI) 2:25 
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“TESTED BY FIRE” 


SIDE ONE: 
SUFFERING 


[RUVALCABA) 


PASSION 


[LOPEZ, RUVALCABA, BLATT] 


BROTHER'S BLOOD 


(BLATT, RIVERA] 


SIDE TWO: 
MAPLE STREET 


(LOPEZ, RUVALCABA, BLATT] 


STREETMAN DISAPPROVAL 


(LOPEZ, RIVERA, BLATT] 


RICHARD BLATT — LEAD VOCALS 

KENNY LOPEZ — DRUMS 

GERSOM RIVERA — LEAD & RHYTHM GUITARS, ACOUSTIC GUITAR, 
BACKGROUND VOCALS, CONGAS 

JAIME RUVALCABA —BASS, KEYBOARDS 


PRODUCER: TOM CHAN 

MIXED BY: TOM CHAN & BRYAN RUSENKO, 

ENGINEER: BRYAN RUSENKO 

RECORDED AT: TEMPO RECORDING — SANTA MONICA 
MIXED AT: INTERSOUND — HOLLYWOOD 

MASTERED AT: CAPITOL RECORDS — HOLLYWOOD 
ART DIRECTION/ DESIGN: ALEJANDRO ALONZO 

LOGO DESIGN: TONY GOODWIN 

PHOTOGRAPHY: ALEJANDRO ALONZO 
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SIDE 1: 
Nikolai Rimsky-Korsakov (1844-1908) 


Flight of the Bumblebee from “Tsar Saltan” (1900) [1'09] 
(Arr.: G. Feygin) 


Dmitri Shostakovich (1906-1975) 


Romance from the film “The Gadfly” (1955) [2'51] 
(Arr.: G. Saborov) 


Zdenék Fibich (1850-1900) 
Poeéme, after “A Summer Evening”, Op. 41 No. 4 (1894) [3’29] 
(Arr.: G. Saborov) 


Antonin Dvorak (1841-1904) 
Melodia, after “Gypsy Songs”, Op. 55 No. 4 (1880) [3'29] 
(Arr.: G. Rozhdestvensky) 


Yevgeni Svetlanov (b. 1928) 
Aria [3'47] 


Serge Prokofiev (1891-1953) 
Waltz from “War and Peace”, Op. 91 (1942) [3'30] 
(Arr.: G. Saborov) 


Sergei Rachmaninov (1873-1953) 


Vocalise, after Op. 34 No. 14 [5'32] 
(Arr.: G. Saborov) 


Anton Rubinstein (1829-1894) 
Melody in F, after Op. 3 No. 1 [2'07] 
(Arr.: G. Saborov) 


SIDE 2: 


Antonin Dvorak 


Serenade for Strings in E major, Op. 22 (1875) 
(Arr.: G. Saborov) 


1. Moderato [4'24] - 2. Tempo di Valse [6'31] 
3. Scherzo: Vivace [4'53] - 4. Larghetto [6'17] - 5. Vivace [5'28] 


Violin Ensemble of the Bolshoi Theatre 

Iraida Brovtsyna, Svetlana Yashentseva, 

Alexander Gruzenberg, Galina Genkina, Arkadi Gurfinkel, 
Natalia Dyomina, Viktor Krassnov, Boris Leitman, 

Pfaivel Markovsky, Eugen Meleshkin, 

Eduard Syriyegin, Nina Sibor, Joet Targonsky, 

Grigori Terpogossov, Ernst Shashkin, 

Daniel Shindaryov, Lucia Epstein 


Irina Saitseva, Piano 
Conductor: Juli Reyentovich 


(£3) 3335 326--10 

Production: Dr. Hans Hirsch 

Recording Supervision: Werner Mayer 
Recording Engineer: Klaus Hiemann 

1973 Polydor International GmbH 

©1977 Frank Koehler 

Previously released as DG 2538 235 

Cover: Illustration by John Glinther, Hamburg 
Printed in West Germany by Neef, Wittingen 
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When State-subsidised cultural institutions are known to 
the general public not by their full names but by affec- 
tionate abbreviations of those names, this is a sure sign 
that they have become so much part of the familiar scene 
that it comes natural to refer to them like close friends. 
Such is the case with New York's illustrious Metropolitan 
Opera, better known merely as the “Met”, and this is 
equally true of the Moscow Bolshoi Theatre, whose ab- 
breviation, “Bolshoi” (meaning “large’’), is in fact merely 
a small part of its “official” name of imposing length: 
“State Academic Large Theatre of the Soviet Union, hol- 
der of the Order of Lenin’. 

The venerable yet still youthfully vigorous “Bolshoi” 
celebrated its 200th birthday in 1976. To mark that fes- 
tive occasion, millions of people in 114 countries became 
guests of the theatre in Sverdlov Square, as television 
carried a gala performance of Prokofiev's “Romeo and 
Juliet” all over the world. The theatre itself, a splendid 
building in the classical style, accommodates an audi- 
ence of 2156, while 6000 seated in its offshoot, the Con- 
gress Palace of the Kremlin, can be equally assured of 
the superb quality of the Bolshoi company, which with its 
85 solo singers, 240 dancers, 180 chorus singers and 
250 orchestral musicians possesses an immense artistic 
potential, and whose technical and administrative staff of 
2300 guarantees the smooth running of every perform- 
ance and every season. Where stage sets of the most 
modern kind, some 40 yards deep and 30 yards high are 
employed, it is understandable that each year more than 
400,000 yards of material are used in costumes, more 
than 23,000 pairs of shoes are made (principally for the 
ballet company), and a producer has a stock of 150,000 
costumes and 5000 wigs from which to choose, so that 
he can give free rein to his imagination. 

The theatre owes its existence to an Imperial edict. In 
1776, the year of the American Declaration of Indepen- 
dence, the Empress Catherine the Great decreed that all 
theatres owned by private individuals and by members of 
the nobility were to be transferred to State ownership, 
and Prince Urisov in Moscow promised the Empress that 
he would make his drama theatre, forerunner of the Bol- 
shoi, “the best Russian theatre”. Four years later, that 
theatre company moved from an unprepossessing 
wooden booth to one of the first stone buildings in Mos- 
cow, in the Petrov Street, this Petrovsky Theatre soon 
becoming famous for its operettas, comedies and ballet 
divertissem« \'s in the Western style. After that building 
was destroy, «va fire, the ensemble moved in 1825 to 
the Bolshoi-t’ spovsky, and when this theatre also 
burned down in 1853, it established its permanent home 
in 1856 in the rebuilt theatre which had been designed by 
Albert Cavos and which remains outwardly unaltered to 
this day. In the completely changed political situation fol- 
lowing the Revolution of 1917, the theatre was widely re- 
garded as a relic of capitalistic and aristrocratic exploita- 
tion of the people, so that its closure seemed inevitable 
and its future existence was gravely threatened. Then, 
however, action against the Bolshoi was strictly forbid- 
den by Lenin and his minister of culture Lunacharsky. 
The firm place that this theatre came to occupy in the 
minds and affections of the broad mass of the people, as 
well as its importance as a tourist attraction, is em- 
phasized by the fact that all its opera and ballet per- 
formances are given before capacity audiences. 

Since 1956 a highly individual group of instrumentalists 
has existed within the ranks of the orchestral musicians 
at the Bolshoi: the Violin Ensemble, consisting of 17 vio- 
linists who. have prepared a repertoire of their own in their 
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spare time and have made an enviable name for them- 
selves at many guest appearances in the West on ac- 
count of the homogeneity of their tone. They always 
make use of arrangements, in which the lower parts of 
the original orchestration are played on a piano. The 
selections on this recording live principally by virtue of 
the charm and easy accessibility of their melodies. 
The principal work here is the Serenade for Strings in E 
major, Op. 22 by Dvorak, written in 1875 shortly after he 
had been awarded an Austrian government financial 
grant, partly through the good offices of Brahms, who 
had also obtained for him a contract with his own pub- 
lisher, Simrock. While the Serenade in D minor, Op. 44, 
written three years later, recalls through its predominant 
use of wind instruments the serenades of Mozart's time, 
which gave musicians opportunities to accompany fes- 
tivities of the nobility and the wealthy bourgeoisie, 
Dvofak's Op. 22 is directed above all towards creating 
poetic moods and depicting a sense of longing. The first 
movement, with its deeply-felt first theme, establishes 
the atmosphere of the whole Serenade. Then, the basis 
of the second movementis an airily floating waltz theme, 
whose perfectly matching and symmetrical first and last 
appearances, each in three sections, enclose a more 
peaceful Trio. The outer sections of the Scherzo are un- 
commonly full of gaiety; its centrepiece, with a singing 
theme expressive of longing and profoundly contempla- 
tive, is in the same world as the nocturne-like Larghetto, 
which sings of the strength and beauty of love. The work 
concludes with a greatly contrasting finale in sonata 
form, although this contains references to melodies 
heard earlier, thus giving the work an overall sense of 
unity. 

The works heard on the first side of this record — with the 
exception of the Czech pieces by Dvorak and his con- 
temporary, Fibich — are by Russian composers. Whether 
in the form of an independent piece (‘‘Aria” by the com- 
poser and conductor Svetlanov), an operatic excerpt (the 
Waltz from Prokofiev's “War and Peace’), film music 
(from the score which Shostakovich wrote for “The Gad- 
fly’, unknown in the West) or a song without words ('‘Vo- 
calise” by Rachmaninov), all owe their character to the 
graceful drawing of a finely poised melody above lightly 
touched harmonies. The most popular of these pieces 
are undoubtedly the sentimental “Melody in F” by Anton 
Rubinstein (the once highly successful composer whose 
brother, the pianist Nicholas Rubinstein, is less credit- 
ably remembered as the man who rejected Tchaikovsky's 
1st Piano Concerto as being worthless), and “The Flight 
of the Bumblebee” by Rimsky-Korsakov — the realisti- 
cally “buzzing” Scherzo in the style created by Mendels- 
sohn, which has gone round the world in innumerable ar- 


NIUE Frank Koehler 
(Translator: John Coombs) 
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Wake Me When It’s Over 


The Exciting Sounds Of The Lenny Wilson Quartet 
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Wake Me When It’s Over 


The Exciting Sounds Of The Lenny Wilson Quartet 














Before you listen to this album let me warn you that you won't find any music by Willie Nelson, nothing from Urban 
Cowboy or the BeeGees. What you will find are musical performances by the Lenny Wilson Quartet. 


The Albums personnel consists of Ron Peters, Gene Fowlkes, Charlie Garrison, John Hill and of course the man 


himself Lenny Wilson. 


The album, as Lenny puts it, is a return to basis Music. It's easy to listen to; it has no gimmicks, no frills, no B.S., just 


damn good music. 


| think you will enjoy the songs, the tempos, the mood. All of it is right. 


| have heard and played alot of music over the last twenty years and | think this is one of the best albums you will 


find. 


Liner notes courtesy of 


Recording Engineer : 
Mixed and Recorded At : 


Side One 


Music Box Dancer 
Frank Mills 


Guess Who | Saw Today 
Grand & Boyd 


Bags & ‘Trane 
John Coltrane 


Send In The Clowns 
Stephen Sondheim 


A Nightengale Sang In Berkley Square 
Maschwitz & Sherwin 


Piano 


Acoustic Bass : 


Electric Bass 
Drums & Vibes 


Vocals : 


Special Thanks for cover design assistance : 


Orly Knutsen 
Radio Announcer, Disc Jockey 
WIBC Radio 


Mr. Orly Knutsen 
Thomas O. Woody 
Audio Genesis 


Side Two 


Hush-A-Bye 
Taylor & Livingston 


Dreamy 
Errol Garner 


You've Got A Friend 
Carole King 


Limehouse Blues 
Duke Ellington 


Blue Bossa 
Kenny Dorham 


New York, New York 
Kander & Ebb 


Lenny Wilson 

Gene Fowlkes 

Charlie Garrison 

John Hill 

Ron Peters & Charlie Garrison 


Karl Zamberletti & Bumper 
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| *Arreglos y Direccién de Pocho Pérez 
**Arreglos y Direcclén de,Chucho Ferrer 
\***Arreglos y Direcclén de Dominguez 


| *HUELES A NOCHE DE AMOR 


-Paco Revueltas- 7 3:03 Ego Musical Beechwood 


| *CUANDO QUIERAS DONDE QUIERAS \ 
|. (COSI-ERA-E-COS Lay) 
-Alberto Salerno-C. at 73: 122 Edr. Mus. Bose del Padrone Beechwood 


Fj - 
“*AUNQUE TU NO LO CREA s” 
Jaen- 73:50 Edic. Mus. Hispavox/Gamma , c a 
***GITANA \ | 
| ~J.L. Armenteros-P. Herrero- / 3:13 DisGorama/Edimusa 
**NO DUDES Y VUELVE POR MI| : 


J.C. de Ringo: baplo) Rahnitez: 13:37 Mica S. R. L./Mundo Mus. Méx. 


**TU PRIMERA VEZ 

|. -José Nendo, Medina- eet 73:01 Mundo Mus. Méx. f peta 
5 | 

h DEMASIADO TARDE I 


>F. Navarro-Ramon Toré- 73:33 Edim 


TEL SILENCIO HABLA POR LO DOS | 


-A. Jaen- /'4:32, Edic. Mus. Hispavox-Gamma 


) 
***POR ESTE AMOR YQ HE DAD Topp 


-Juan Eduardo- / 3:24 Relay-Edim 


Miho 0) 1010] SAU) i -N(0) 


Jorge Antonio Wong Lépez- / 3:09 Mundo Més. ex. 
***CUERPO SIN ALMA 


+R. Cocciante-A. Cosselli-M. Luberti- / 4:48 RCA Italiana Edim 
DIRECTOR ARTISTICO: PABLO RAMIREZ 


OBIy/-tol- in 
PRODUCED EXCLUSIVELY FOR CAYTRONICS CORPORATION 


BY.COLUMBIA SPECIAL PRODUCTS 
CAYTRONICS CORPORATION, 240 Madison Avenue, 
New York, N.Y. 10016 
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Piinted in Jamaica by XPRESS LITHO LTD. 


DESIGNED BY 
LIMONIOUS 


Musicians 

Steelie, Clevie & Danny 

Drums — Style Scott 

Bass — Flabba Holt 

Lead Guitar — Dwight Pickney. 
Rythmn Guitar — Bingie Bunny 
Piano — Steelie 

Percussion — Sticky 
Synthersizer — Mallory Williams 
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BLUEBIRD ¢ SAMPLER¢€ 88 


‘ 4 OOUBLE DECKER RECORDS | 


$ 3-00 





FEATURING 

JELLY ROLL MORTON * BENNY GOODMAN *FATS WALLER * LIONEL HAMPTON « COLEMAN HAWKINS 
MUGGSY SPANIER * DUKE ELLINGTON * ARTIE SHAW * LOUIS ARMSTRONG ¢ AL COHN-ZOOT SIMS 

GEORGE RUSSELL * JOE WILLIAMS * GIL EVANS * WOODY HERMAN ¢ AIR 

: WED, FISHEL 

Agee REMASTERED 
8337-1-RB 


fs 








. i aL 5 p : : mers = - nae " 





Z 
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These recordings are a vital sample of RCA’s rich legacy, which encapsulates the history of tnore than a half-century of] jazz innoyation, What's more, on certain pre-tape era (before 2 
jazz. Presented chronologically, from 1927 to 1979—beginning with Jelly Roll Morton and 1949) selections, months of expensive, painstaking effort were spent restoring and = 
ending, appropriately, with Air's rendition of Morton's “King Porter Stomp'’—these tunes * enhancing the sound via the NoNoise pribeess from Sonic Solutions. o = 
include several landmark recordings from the immortals. This one hour of music, culled * For you thé listener, whether you're anewcomer to the j Joys of jazz or an avid collector, 1 
from the 80 newly available Bluebird titles that have been digitally remastered, spans all you have to do is sit back “ais enjoy the music», j —Gene Kalbacher roy 
\ es wW 
7 ¥ WwW 
) 7 
SIDE ONE DISCOGRAPHY \ - = 
I Jer RSE MORTON JELLY ROLL:MORTON'S RED HOT PEPPERS: | DUKE ELLINGTON AND Hi : JOE WILLIAMS WITH 
Jelly Roll Morton—E.H. Morris & Co. JELLY ROLL MORTON, piano and arranger; FAMOUS ORCHESTRA: JIMMY JONES AND HIS ORCHESTRA 
GEORGE MITCHELL, cornet; GERALD REEVES, DUKE ELLINGTON, piano; COOTIE’ WILLIAMS? REX” JOE WILLIAMS, vocal; CLARK TERRY, trumpet; 


ASCAP (3:23) 


2. THE BENNY GOODMAN TRIO 
WHERE OR WHEN 
Hart-Rogers—Chappell & Co., 

ASCAP (3:22) 


3. FATS WALLER 

(When You) SQUEEZE ME 
Razaf-Williams-Waller—Pickwick Music Corp., 
ASCAP (3:08) 


4. LIONEL HAMPTON 

WHEN LIGHTS ARE LOW 

Benny Carter-Spencer Williams—Colgems EMI Music.Inc./ 
Mills’Music Co. Inc., 

ASCAP (2:12) 


5. COLEMAN HAWKINS 

BODY AND SOUL i 
Hyman-Sour-Eyton-Green—Warner Bros. Music, 
ASCAP (2:59) 


6. MUGGSY SPANIER 

RELAXIN’ AT THE TOURO 

Muggsy Spanier-Joe Bushkin—SBK Robbins Catalog Inc., 
ASCAP (3:14) 


7. DUKE ELLINGTON 
CONCERTO FOR COOTIE 
Duke Ellington—Robbins Music, 
ASCAP (3:17) 


8..ARTIE SHAW AND HIS CRCHEST RAG 
LITTLE JAZZ 

Harding-Eldridge—Winfield Music, 

BMI (3:01) 


SIDE TWO 


1. LOUIS ARMSTRONG 

ROCKIN’ CHAIR 

Hoagy Carmichael—Carmichael Music Pub. \Inc.; 
ASCAP (3:04) 


2. AL COHN-ZOOT SIMS 
SOMEBODY LOVES ME 


[PREVIOUSLY UNRELEASED ALTERNATE TAKE], 
MacDonald-DeSylva-Gershwin—New World Music Corp.,” 


ASCAP (3:06) 


3. GEORGE RUSSELL 
CONCERTO FOR BILLY THE KID 
George Russell—Russ-Hix Music, 

BMI (4:43) 


4. JOE WILLIAMS 
EVERY NIGHT 

Joe Williams—Jodax Music Co., 
BMI (2:57) 


5. GIL EVANS 

JOY SPRING 

[PREVIOUSLY UNRELEASED] 

Clifford Brown—Melody Lane Publications, Inc., 
BMI (2:19) 


6. WOODY HERMAN 
EARLY AUTUMN 
Ralph Burns—E.H. Morris, 
ASCAP (3:46) 


7. AIR 

KING PORTER STOMP 

Jelly Roll Morton—E'H. Morris & Co., 
ASCAP (3:47) 


Reissue produced by Ed Michel 
Executive Producer—Steva’ Backer 
Digital transfers by Ray Hall 

Disc mastering’ by Jack Adelman 


Art Direction: Ria Lewerke | , 
Art: Larry Vigon 
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trombone; JOHNNY DODDS, clarinet; STUMP 
EVANS, alto saxophone; BUD SCOTT, guitar; 
QUINN WILSON, tuba; BABY DODDS, drums. 
Chicago, June 4, 1927, 
From the CD JELLY ROLL MORTON—6588-2-RB. 
Reissue produced by Ed Michel. 
Digital transfers and audio aaa by 
Ray Hall and Rick Rowe. 

THE PEARLS—mtx BVE- 38662 


TEDDY WILSON with THE BENNY 
GOODMAN TRIO: 

BENNY GOODMAN, clarinet; 2 
TEDDY WILSON, piano; GENE KRUPA, drums. 
New York, October 19, 1937. 
From the CD CLASSIC JAZZ PIANO—6754-2-RB. 
Reissue Produced by Orrin Keepnews. 

Digital transfers and audio restoration by Ray Hall. 


WHERE OR WHEN =nxx BS-015575 - 


FATS WALLER AND HIS RHYTHM: 
FATS WALLER, piano and vocal; 
JOHN “BUGS” HAMILTON, trumpet; 
GENE SEDRIC, clarinet and tenor saxophone; 
JOHN SMITH, guitar; CEDRIC WALLACE, bass; 
SLICK JONES, drums. 
New York, August 10, 1939. 
From the CD FATS WALLER: THE JOINT IS JUMPIN'’— 
6288-2-RB. 
Reissue produced by Ed Michel. 
Digital transfers by Ray Hall. 

(When You) SQUEEZE ME— 

mtx BS-041528-1 : ‘ 
LIONEL HAMPTON AND HIS ORCHESTRA 
LIONEL HAMPTON, vibraphone; DIZZY GILLESPIE, 
trumpet; BENNY CARTER, alto saxophone; 
COLEMAN HAWKINS, CHU BERRY, -BEN WEBSTER, 
tenor saxophone; CLYDE HART, piano; CHARLIE 
CHRISTIAN, guitar; MILT HINTON, bass; COZY COLE, 
drumis: Arranged by Benny Carter. 
‘New York City, September ||, 1939. 
From the CD HOT MALLETS: LIONEL: HAMPTON‘ 5 
CHOICE OF THE CREAM OF His SMALL-BAND SIDES, 
VOL. |-6458-2-RB. 
Reissue produced iby Ed Michel. 
Digital transfers and audio restoration by ° 
Ray Hall and Rick Rowe: «5 

“WHEN LIGHTS ARB LOW-mex 041406-1> 


COLEMAN HAWKINS AND. His ORCHESTRA: 


_COLEMAN HAWKINS, tenor: saxophone and arranger; 


“TOMMY LINDSAY, JOE GUY, trumpet; EARL 
HARDY, trombone; JACKIE. FIELDS, EUSTIS MOORE, 
alto saxophone; GENE RODGERS, piano; 
OSCAR SMITH, bass; ART ‘HERBERT, drums. 
New York, October I.!, 1939: 
From the CD COLEMAN HAWKINS: BODY AND 
SOUL—5717-2-RB. a P 
Reissue produced by Bob Porter. 
Digital transfers by Ed Begley. 

BODY AND SOUL-—m«x -02936-1 


MUGGSY SPANIER’S RAGTIMERS: 
MUGGSY SPANIER, coftnet,; GEORGE BRUNIES, 
trombone; ROD. at clarinet; NICK CN EEs, 
tenor saxophone; JOE 

BOB CASEY, bass}:DON CARTER, drums, 


* RCA Studio 3, New York City, Novernber 22, 1939... ~ / =/ 


From the CD.AT THE JAZZ BAND BALL— > Ne 
CHICAGO/NEW YORK DIXIELAND—6752-2-RB. 
Reissue produced by Orrin Keepnews,: 
Digital transfers and auidio restoratigW by Ray Hall, 
RELAXIN) AT. THE TOURO— 
natx BS409895/40:0139-A/B-10532-A 


Vivo Ob Aa aa 





USHIKIN, piano; Srrel 


STEWART, WALLACE JONES, trumpet; JOE “TRICKY 
SAM” NANTON, JUAN TIZOL, LAWRENCE BROWN, 
trombone; BARNEY BIGARD, clarinet and tenor: « 
saxophone; OTTO HARDWICK, JOHNNY HODGES, E 
alto saxophone; BEN WEBSTER, tenor saxophone; 


HARRY CARNEY, baritone saxophone; FRED GUY, guitar; 


JIMMY BLANTON, bass; SONNY GREER, drums. 
Recorded RCA Studio A, Chicago, March 15, 1940. 
From the 3-CD set DUKE ELLINGTON: 
THE BLANTON-WEBSTER BAND—5659-2-RB, 
Reissue produced by Bob Porter. 
Digital transférs and audio restoration by 
Ed Michel and Ray Hall. 

CONCERTO FOR COOTIE— 

mtx BS-019016/20-1547-A/26598-A 


ROY ELDRIDGE with ARTIE SHAW 
AND HIS ORCHESTRA: 
ARTIE SHAW; clarinet; ROY ELDRIDGE, GEORGE 
SCHWARTZ, BERNIE GLOW, *PAUL COHEN, trumpet; 
BOB SWIFT, OLLIE WILSON, HARRY RODGERS, 
AUGOSTINO ISCHIA, trombone; RUDOLPH TANZA, 
CHUCK GENTRY, HERBIE STEWARD, JON WALTON, 
LOUIS PRISBY, saxophone; DODO MARMAROSA, 
piano; BARNEY KESSEL, guitar; MORRIS RAYMAN, 
bass; LOU FROMM, drums. 
Hollywood, April 5, 1945. 
From the CD GREAT TRUMPETS (CLASSIC JAZZ TO 
SWING)—6753-2-RB: 
Reissue produced by Orrin Keepnews. 
Digital transfers and audio restoration by Ray Hall. 

LITTLE JAZZ—mtx DSVB-1046-2/20-1668 


LOUIS ARMSTRONG ALL-STARS 

LOUIS ARMSTRONG, trumpet and vocal; 

BOBBY HACKETT, cornet; JACK TEAGARDEN, 
trombone_and vocal; PEANUTS HUCKO, clarinet and 
tenor, saxophone; ERNIE ‘CACERES, clarinet and baritone 
saxophone; JOHNNY GUARNIERI, piano; AL CASEY, 
guitar;“AL HALL, bass; COZY COLE, drums. 

New York City, June 10, 1947. 


‘From the CD LOUIS ARMSTRONG: POPS-THE 1940'S 
/ SMALL-BAND SIDES—6378-2-RB. 


Reissue produced by Ed Michel. 


© Digital transfers and audio restoration byay Hall. 


ROCKIN’ CHAIR=m«x DINE 953 


AL COHN-ZOOT SIMS QUINTET 
AL COHN, ZOOT SIMS, tenor saxophone} 
HANK JONES, piano; MILT HINTON, bass; 
OSIE JOHNSON, drums. 

Webster Hall, New York City, fihtary 24, 1956. 
From the CD AL COHN-ZOOT SIMS: 


: FROM A TO Z=AND BEYOND-—6469-2-RB. 
. Reissue produced by Ed Michel. 


Digital transfers by Ray Hall. 


SOMEBODY LOVES ME 
[alternate take]—mtx Ge. W238 


THE GEORGE RUSSELL SMALLTET- 


* GEORGE RUSSELL, pacer tenes) ART FARMER, 
trumpet; fe 


HAL McKUSICK, alta Be nots: BILL EVANS, piano; 
BARRY GALBRAITH, guitar; MILT HINTON, bass; 


_ PAUL MOTIAN, drums.” 


Recorded October 17, 1956,sNew York Gity. 

Produced by Fred Reynolds. 

Engineering by Bernard Keville. 4 

From the CD GEORGE RUSSELL: JAZZ WORKSHOP— 

6467-2-RB, ~ 

Reissue’ produced by Ed Michel. 

Digital transfers and audio restoration by Ray Hall 

CONCERTO FOR BILLY Atala KID— 

= mtx G2)B-7838 


” Digital transfers by Mike Moran. 





URBIE GREEN, trombone; SELDON POWELL, 
PHIL WOODS, DANNY BANK, saxophone; 


” HANK JONES, piano; BARRY GALBRAITH, guitar: 


MILT HINTON, bass; OSIE JOHNSON, drums. 

Arranged and conducted by Jimmy Jones. 

Webster Hall, New York City, November 18, 1963. 

Produced by George Avakian 

Engineering by Ray Hall. 

From the CD THE OVERWHELMING JOE WILLIAMS— 

6464-2-RB. 

Reissue produced by Ed Michel. ~ 

Digital transfers and audio restoration by Ray Hall 
EVERY NIGHT—mtx PPAI-6701 


THE GIL EVANS ORCHESTRA: 
GIL EVANS, electric piano and arranger; 
LEW SOLOFF, ERNIE ROYAL, trumpet, flugelhorn, 
piccolo trumpet;-PETER-GORDON, JOHN CLARK: 
French horn; TOM MALONE; trombone, bass trombone, 
tuba, synthesizer; BOB'STEWART, tuba; HOWARD 
JOHNSON, tuba, ‘bass clarinet; DAVID SANBORN, also. 
saxoplione, flute, soprano saxophone; GEORGE ADAMS; 
tenor saxophone, fluté; DAVID HOROWITZ, electric 
piano; PETER LEVIN, synthesizer; JOE GALLIVAN, 
synthesizer, guitar, percussion, congas; RYO KAWASAKI, 
pedals; PAUL METZKE, bass; BRUCE DITMAS, drums: 
SUE EVANS, congas, percussion 
RCA Studio B, New York City, March 6, 1975. -« 
Produced by Gil Evans; associate producers Teddy 
Randazzo and Anita Evans. 
Engineering by Gus Mossler and Bob Simpson. 
From.the CD GIL EVANS: THERE COMES A TIME— 
5783-2-RB. 
Reissue. produced by Ed Michel. 
Digital remixes by Ray Hall and Rick Rowe. 

JOY SPRING—m«x EPAI-1055 2 | 


WOODY HERMAN AND HIS:ORCHESTRA: 
WOODY HERMAN, alto saxophone; NELSON HATT, 
piccolo trumpet; ALAN VIZUTTI, JOHN HOFFMAN, = “> 
DENNIS DOTSON, BILL BYRNE, trumpet; JIM PUGH, 
DALE KIRKLAND, trombone; JIM DANIELS, bass 
trombone; STAN GETZ, FRANK TIBERI, GARY 
ANDERSON, JOE LOVANO, tenor saxophone; JOHN 
OSLAWSKI, baritone saxophone; RALPH BURNS, piano; 
BILLY BAUER, guitar; CHUBBY JACKSON, bass; 

JAKE HANNA, drums. Arranged by Ralph Burns. 
Recorded in performance, Carnegie Hall, New York City, 
November 20, 1976. 

Produced by Norman Schwartz. = 

Engineering.by Keith Grant, Dale and Bill Ashby, 

Mike Moran, Pat Martin, assisted by-Frank Koenig. 

From the CD WOODY HERMAN MEMORIAL— 

THE 40TH. ANNIVERSARY CARNEGIE HALL CONCERT, 
RECORDED LIVE—6878-2-RB. 

Reissue produced by Ed Michel. 4 
Digital transfers and audio restoration by Ray Hall. 


' EARLY AUTUMN-mex FYAS-0250 


AIR—HENRY THREADGILL, alto saxophone and 
arranger; FRED HOPKINS, bass; STEVE McGALL, drums. 
C.l. Studios,. New York City, May I-12, 1979. 

Produced by Michael Cuscuna. 

From the CD AIR LORE—6578-2-RB. 

Reissue produced by Michael Cuscuna. 
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K's Not flleight eH0L0) | 


My Wings (2:58) | 
TU See You Inside (2:36) \ 
Here 7 Haven Mest (1:20) | 
w/ the Ceowd (0:31) y 
What We Were Before (3:59) 


When the Leaves Change (3:21) | 
Snap « G- Steing Jam (3:02) - sh 
Then 7 Started Questioning (3:30))) eS 


Probably, of the Lights (3:42) 
1, Silver Stone (4:34) 2 


‘Routine & Horripying (4:49) | ay 
en zed (4:29) a 


The Door 7s Open 4:26) | ‘eal 
| mi) 
a wii 
ath 


Recorded fiiueelaysi in May 2009 at MilkBoy ce in Ardmore, PA. - 


Mixed by Tommy Joyner at MilkBoy Recording in 
Mastered by Phil Nicolo at Studio 4 in Conshohot} cen, PA. | 
Album design by Lindsay Wilhelmi. ayes 
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Phil D ‘figostino - bass 
Reed Kendall - vocals, atiicls 
finam Ouili- Eger - keyboard 
Chuck heegee - drug 
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(1) WET / (1) HAIRS 


(2) MADD REVIVAL SONG (2) MALICIOUS CREW (SINGH & SUE) 


f 
(3) DO OR DIET (P.C DUB) | (3) SLIPPERY WHEN WET ROAD MIX 









IS KEITH BROWNE,ERIC LEWIS, KEVIN HINDS. ALFRED SEALY & 
PETER BOYCE 


SPECIAL GUEST VOCAL APPEARANCE 
BY CAROL ANN SCANTLEBURY 


COMPOSED BY ERIC LEWIS 
EXECUTIVE PRODUCERS MADD 
ENGINEERED/ARRANGED BY NICHOLAS 
BRANCKER 

PRODUCED BY NICHOLAS BRANCKER & MADD 
CO ARRANGEMENTS BY ERIC LEWIS 
BACKGROUND VOCALS MADD 

SPECIAL GUEST VOCAL APPEARANCES BY 
IRVIN "FATMAN" WEEKES, 

DALE "TOASIMASTER"HULK WEEKES 
GUITAR:IAN ALLEYNE 

HORNS:ADRIAN "BOO" HUSBANDS & STEPHEN 
CUMBERBATCH 

RECORDED AT "THE CHAMBERS" STUDIO 
WILDEY 





THERE’S NOTHING I WOULDN’T DO 


SPLASH SOUND EFFECT BY IAN FRANCIS 
ALBUM CONCEPT MADD 
PHOTOGRAPHY BY COLIN GOODMAN 
GRAPHICS PHOTO STUDIO 

ALBUM ARTWORK SUZANNE PHILLIPS 
and BEA & T: 


LEGS BY VALERIE LOWE 





MADD WISHES TO THANK YOU FOR 
PURCHASING THIS OUR SPECIAL 

10TH ANNIVERSARY ALBUM. WE ALSO 
WISH TO THANK OUR FAMILIES, SPONSORS, 


MAILING ADDRESS: MADD 





FANS, RADIO STATIONS AND SUPPORT CREW FAIRFIELD CROSS ROAD 
PARTICULARLY NICHOLAS BRANCKER WHO HAVE ° ase a | 
SUPPORTED AND ASSISLED US OVER ‘(THE YEARS a or Tel . , -MICH. 
FOR ‘THE BEST IN MUSIC AND FASHION AND YOU! TELEPHONE 437-3076 A ' 
AND MOST OF ALL WE'LL LIKE TO THANK GOD! BARBADOS, WEST INDIES 
TO CONTACT MADD TEL: 809-424-9708 | 
_ = = == + Ss NREL < Se IM ee es ee ee 














Surfin’ Satary 


THE BEACH BOYS THE BEACH BO@aas 


Sleenine MOlinoos And Rainbows Do You Wanna Dance 
LESLEY GORE BOBBY FREEMAN 
Cimon And Swim Wipe Out 
31@)sjsh@malmil NN . THE SURFARIS 


Little Honda | ct if Hula Love 










THE HONDELIES BUDDY KNOX 
Quicksand Little Town Flirt 
WAS eee S VES DEL SHANNON 
Surfer Girl Surfin’ Bird 


iets BEACH BOYS 


THE TRASHMEN 

















Side 1 
* 1. Surfin’ 


(Wilson/Love) Guild Music 
THE BEACH BOYS 


2. C'mon And Swim 


(Coman/Stewart) Clears Music 
BOBBY FREEMAN 


3. Little Honda 


(Wilson/Love) Irving Music 
THE HONDELLS 


4. Quicksand 


(Holland/Dozier/Holland) Stane Agate Music 
MARTHA REEVES 


* 5. Surfer Girl 


(Wilson) Guild Music 
THE BEACH BOYS 


6. Sunshine, Lollipops And Rainbows 


(Hamlisch/Liebling) Ch. H. Hansen Music 
LESLEY GORE 


These selections are not the original recordings (except *) of the particular songs but are accurate recreations of the original recordings 


214" 


2’45* 


156“ 


2°42" 


allow 


1°34" 
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Side 2 


1.Do You Wanna Dance 
(Freeman) Clockus Music 
BOBBY FREEMAN 


2. Wipe Out 
(Berryhill/Wilson/Fuller) Robin Hood 
Music/Miraleste Music, THE SURFARIS 


* 3. Surfin’ Safary 
(Wilson/Love) Guild Music 
THE BEACH BOYS 


4. Little Town Flirt 
(Shannon/McKenzie) Vicki Music 
DEL SHANNON 


5. Hula Love 
(Knox) Kahl Music 
BUDDY KNOX 


* 6. Surfin’ Bird 


(White/Frazier/Harris) Beechwood Music 
THE TRASHMEN 


performed by the original artists or by one or more members of the original group. 


A product of MCS Ltd., Switzerland 


(P) 1982 PRODUCED UNDER LICENSE FROM KEY SEVEN MUSIC 
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SIDE Bo 
Wome / Ease Lt kup 
| 1) Ease 18he) Woman ae (4:41) 
-)) Woman Mix ............ (4:37) 7 
Both Songs Written by: 2.6... (Ss VERNGN Gere ; a 
Except Rap Partion of Woman ae eaeire 6) (Mia MERCER) “Chaos” eS} 
Mixed byt occ eee e eee eee ee eee eee eee ee eeee es NSPRINCE 
Prod. DY. oe eee eee N. PRINCE, S. VERNON, R. PENGELLY - > Lara 
Bxec. Prods 6... eee ee ee ee ee es) VIBBESUOH PROD., INC. — 


Recorded & Mixed at: ............. VIBBESUOH STUDIO 
PHOtO Dy: oe eee eee e ree er veces eee eee. e. DREAMY RILEY 
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‘ Bay Alice Faye« John P ayne Sandy Hook Release No. 70 
i spe » Jack Oakie«June Havoc 
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Featuring These Hits: 
You'll Never Know 
Ragtime Cowboy Joe 
The Grizzly Bear 
When You Wore a Tulip 
By The Light 
of the Silvery Mcon 
and many more! 
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Here is truly grand entertainment from the Golden Age of Musicals! This 


splendid soundtrack beautifully evokes the sparkling movie classic, as well 
as the fabulous and colorful days of old San Francisco. This film marked 
the return to the screen of Alice Faye after a two-year absence, and she 
proved more charming and full-voiced than ever. Calling the film a “hand- 
somely colored Valentine of San Francisco at the turn of the century,” 
Newsweek noted that Miss Faye performed ‘a number of excellent songs.’ 
And Time echoed these sentiments, saying that she “winsomely croons 
many an old sweet song 

This record gives us ample opportunity to savor the talents of one of the 
most popular “cuddly blondes,” as well as those of John Payne, Jack 
Oakie, June Havoc, and a fine supporting orchestra and chorus. In the tra- 
dition of “Tin Pan Alley” and “Alexander's Ragtime Band,” the scope is 
filled with many enduring vintage numbers, such as "By the Light of the 
Silvery Moon” and the exuberant title song. The musical highlight, “You'll 
Never Know,” written by Mack Gordon and Harry Warren especially for the 
movie, won an Oscar as Best Song of 1943. Return now to the glorious 
days of wartime escapist entertainment—and to the lusty, gaudy excite- 


ment of San Francisco in its most fascinating era! 





ORIGINAL MOTION PICTGRE SOUNDTRACK 


Alice Faye ¢ John Payne 
Jack Oakie } June Havoc 


in 


Side A 
1. Overture .... 
Hello, Frisco, Hello Medley .. 





Alice Faye, John Payne, Jack Oakie 
jack Oakie, John Payne, June Havoc, 
Hello, Frisco, Hello Alice Faye. 

You'll Never Know 
. Ragtime Cowboy Joe 
. Sweet Cider Time .. 
. The Grizzly Bear .... 
. It’s Tulip Time in Holland 

When You Wore A Tulip 









UbhWN 


. Alice Faye 


Why Do They Always Pick On Me 
Side B 
1. Bedelia 





ice Fi k Oaki 
Has Anybody Here Seen Kelly? ..... falice ean dads Geta 


2. By The Light of the Silvery Moon ....Alice Faye 

3. 1 Gotta Have You .... June Havoc 

4. Gee, But It’s Great to Meet 
A Friend From Your Home Town ....Jack Oakie, June Havoc 

5. You'll Never Know (Reprise) ....Alice Faye 

6. Strike Up the Band, 
Here Comes A Sailor 
I've Got A Gal in Every Port 

7. Hello, Frisco, Hello . 
You'll Never Know 












i Jack Oakie, June Havoc 


Alice Faye, John Payne 
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Synopsis: a 

The setting is San Francisco's rowdy Barbary Coast in the early 1900's. 
We're in one of the many waterfront honky tonk cafes, Sharky’s Colos- 
seum, where a talented foursome—Johnny Cornell (John Payne), Trudy 
Evans (Alice Faye), Dan Daley (Jack Oakie) and Beulah Clancy (June 
Havoc)}—provide the entertainment. The saloon’s patrons, however, pay lit- 
tle attention to the act. Then Johnny brings in a brand new song, and 
everyone listens. The trouble is, now nobody pays attention to drinking at 
the bar! Sharkey, in a fury, fires the act. Penniless, Johnny and the others 
join up with a mission band, and their street performances are so popular 
that all of the Barbary Coast's business comes to a halt. When the owners 
of the saloons unite and give Johnny money to stop his show, he imme- 
diately uses the funds to open his own place, “The Grizzly Bear 

Johnny's new cafe becomes the Coast's biggest attraction, especially for 
high society types from Nob Hill, including the heiress Bernice Croft (Lynn 
Bari). Johnny, who is fascinated by the wealthy, falls for blueblooded 
Bernice, and, despite Dan's protests, he marries her. Overcome by sorrow 
Trudy leaves for New York, where she becomes a big success on 
Broadway. 

Johnny now wastes away all of his money on pretentious grand opera 
enterprises, and Bernice leaves him. He descends to being a barker for a 
honky-tonk. When Trudy returns to San Francisco and finds out what has 
happened, she talks Sam Weaver (Laird Cregar) into pretend hat he 
has found gold, and with the money from this alleged discovery (which is 
actually Trudy’s money), Johnny is able to reopen the Gr 
old act performing together again. The opening is very successful, ai 
place is packed with customers, The finale, a big number starring Da 
Beulah, is climaxed by Trudy and Johnny performing their hit. 
Frisco, Hello,” as well as a reprise of “You'll Never Know 
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mephisto waltz 











S/LISZT: Les Préludes 
SAINT-SAENS: Danse Macabre 
WEBER: Der Freischitz Overture 


Vienna State Opera Orchestra 
Conducted by 
HERMANN SCHERCHEN | 











SIDE ONE 


LISZT= 
Mephisto Waltz 


SAINT-SAENS 
Danse Macabre 


Franz Liszt was born in Raiding, Hungary 
in 1811. His musical talent was so phe- 
nomenal that he was recognized as an 


established concert pianist at the age of 
nine. His attempt to enroll in the Paris Conservatoire was met 
with refusal and prompted his subsequent tour of Europe and 
England. It was during this tour that Liszt proved his oft chal- 
lenged but rarely disputed mastery of the piano, In 1849 he dis- 
continued his concert performances in order to accept the post of 
director of the court theater at Weimar. This position in Weimar 
enabled Liszt further to promote the works of other composers, 
and not particularly his own. Liszt's ability as a conductor was 
equally as effective as his pianistic accomplishments; he was the 
first composer to develop the symphonic poem as a form of compo- 
sition and in this respect has contributed a great deal to the 
orchestral literature of the world. 

Liszt was often regarded as an artistic enigma by many of his 
contemporaries who viewed his genius with awe. This same genius 
was often translated into terms of musical works, both alive and 
full of colorful illusion. The Mephisto Waltz is indicative of this 
particular style of composition and embodies many of Liszt's origi- 
nal ideas with regard to a newer and more distinctive orchestral 
style. This work was inspired by the legend of Faust in the version 
written by the German poet, Lenau. 

Liszt's description of the episode gives us a very clear picture of 
the music: Mephisto and Faust come upon an inn in which the 
drunken revelry, music, and dancing of a wedding feast are in full 
sway. With diabolical cunning Mephisto persuades Faust to enter 
into the gay, rustic festivities. The wild and joyous abandon of 
the celebration is contagious and unanimous, with one exception— 
the village fiddler. Having played for several hours he is quite 
befuddled, and his playing is tired and somewhat indifferent. 
Mephisto snatches up his violin and launches into a vehement, 
sensual display, thoroughly calculated to bring about another pit- 
fall for the unwary Faust. Rippling crescendos lull him into a 
sense of false security, and, seizing a buxom village maiden, the 
already unnaturally young Faust whirls madly to the fiddler’s tune. 
With acceleration the waltz rushes madly on, continuing its entic- 
ing effect on Faust who with mounting passion has danced his 
partner out of the inn and into the woods. The music then becomes 
fainter and subdued; the amourous song of the nightingale is heard 
for a few brief moments, then the daemonic cunning of Mephisto. 
is heard once again in a brief but tumultous peroration. 

Les Préludes was composed at Weimar in 1849-50 from sketches 
made in earlier years and was considerably extended and enlarged 
before its first performance in February, 1854. The score was pub- 
lished in 1856. The following quotation from Lamartine gives us 
a guide to its program: 

“What is life but a succession of preludes to that unknown song, 
the first solemn note of which is sounded by death? Love is the 
enchanted beginning of every life, but what mortal is there whose 
first delights of happiness are not broken by some storm, dispelling 
with its fatal breath his fair illusions, destroying his altar with its 
dire lightning? What wounded soul when a tempest is passed, 
does not seek to suspend its memories in the sweet solitude of 
country life? Yet man is not content to bear the quiet languor 
which Nature's bosom offered; and when the trumpet sounds a 








Vienna State Opera Orchestra 


call to arms, he hurries to join his comrades no matter what the 
cause that summons. He rushes into combat, and, in the uproar 
and duress of battle, regains complete confidence in himself and 
the full possession of his powers.” 


Camille Saint-Saéns was a great admirer of Franz Liszt, and his 
enthusiasm for Liszt's symphonic poems led him to try his own 
hand at composing in that form. The Danse Macabre, composed 
in 1874, is the most popular of Saint-Saéns four works in this 
genre. Its premiere performance, in 1875, was not well received, 
ut the public soon got over its aversion to the morbid program of 
the work and reversed its unfavorable decision. The Danse 
Macabre has been a standard work in the repertoire ever since. 





The music of the Danse Macabre follows closely the text of the 
poem by Henri Cazalis on which it is based. The scene is a grave- 
yard at midnight, and Death begins the Danse by striking his heel 
on a tombstone twelve times, to signify the witching hour of mid- 
night. As Death tunes his fiddle the dead answer his summons and 
come forth from their graves to dance to his tune. Brisk, jerky 
rhythms from the flutes set the pace for the awkward dancing of 
the skeletons, and from the xylophone we hear the rattling of the 
bones. A flowing melody from the violins accompanies the grace- 
ful gliding of the ethereal spirits. The Dies Irae is heard, and 
then the tempo picks up until the crowing of the cock is heard 
(oboe). At this announcement of the coming of dawn all the 
ghostly dancers slip back into their tombs and the graveyard is 
silent once more. 


Carl Maria von Weber, an outstanding figure who greatly fur- 
thered the cause of Romantic opera, was born in Eutin, Germany, 
in 1786 and died in London in 1826. His father, an accomplished 
musician and theater manager, contributed much practical knowl- 
edge to his son's education, Weber retained this experience, and 
later utilized it to fullest advantage at Dresden, where he raised 
the standard of operatic performance, and also in the composition 
of his own operas, including Der Freischitz. This opera was first 
performed in Berlin on June 18, 1821. 


The story of the opera is adapted from an old legend and con- 
cerns the casting of magic bullets with the aid of Zamiel, who is 
in reality the devil. The position of head forester plus the hand of 
Agathe, the retiring foresters daughter, are to be given to the 
winner of a sharpshooting contest. Max, the opera's hero, is per- 
suaded by Caspar to enlist the aid of Zamiel in casting the seven 
magic bullets. A highlight of the opera, the famous Wolf Glen 
Scene, is without doubt one of the most dramatic moments in the 
history of opera. Amid rocky crags and sinister-looking trees, 
Caspar stands within a circle of blackened stones that contain the 
skull of a sorcerer, and invokes the aid of Zamiel. Later, at the 
shooting match, everyone is amazed at Max's sharpshooting until 
the last bullet, over which the devil has his power, goes awry and 
strikes Agathe. Agathe is saved through the magical properties of 
a wedding wreath that has been blessed by a holy hermit. The 
devil takes the soul of Caspar, while Max, finally realizing his 
error, confesses all, The opera ends with the Duke Ottokar im- 
posing a year of penance on Max before he may receive the post 
of head forester and the hand of Agathe. The overture is made up 
principally of melodies from the opera, and is one of the most 
often performed and highly favored works in Romantic opera. 
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SIDE TWO 


LiszT fe, 


Les Préludes 


Conducted by HERMANN SCHERCHEN 


WEBER 
Der Freischutz Overture 





HERMANN SCHERCHEN is ac- 
knowledged as one of the world’s 
ereat conductors and is renowned for 
the wide range of his repertoire. He 


E ARTIS 


has been acclaimed as great an interpreter of Beethoven, Handel, 
and Bach as he has of many modern composers. His Westminster 
recordings of all nine Beethoven symphonies and the twelve “'Lon- 
don’’ symphonies of Haydn are considered milestones in the history 
of recorded music. 


Hermann Scherchen's early reputation was earned as conductor 
in Riga, Berlin, Frankfurt, Winterthur, and Kénigsberg. An out- 
spoken anti-fascist, he left Germany in 1932, and settled in Switzer- 
land. Since the end of World War I he has conducted in all the 
leading European cities, most recently in Rome, London, Paris, and 
Vienna, and in South America. In addition to his activities as a 
conductor Scherchen is well-known as an author, having written 
authoritative books on music, including The Essence of Music and 
Handbook of Conducting. 


This is a STEREOPHONIC recording, proc- 
Oss PSN GORE essed according co the R.ILA.A. characteristic 
‘ from a tape recorded with Westminster's 


exclusive ‘‘Panorthcphonic’’® technique. It 

should be played only with a stereo cartridge. 
To achieve the greatest fidelity, each Westminster record is mastered at the 
volume level technically suited to it. Therefore, set your volume control at 
the level which sounds best co your ears and, for maximum listening pleasure, 
we recommend that you sit at least six feet from the speakers. Variations in 
listening rooms and playback equipment may require additional adjustment 
of bass and weble conurols co obtain NATURAL BALANCE. 





HEAR THESE OTHER OUTSTANDING WESTMINSTER RECORDINGS BY HERMANN SCHERCHEN: 


DUKAS: The Sorcerer's Apprentice 
CHABRIER: Espana 
FALLA: Ritual Fire Dance; Dance of Terror 


KHACHATURIAN: Gayne Ballet Suite 
MUSSORGSKY: Night on Bald Mountain 
BORODIN: Polovtsian Dances 

RIMSKY-KORSAKOFF: The Flight of the Bumble Bee 


FRENCH OVERTURES IN STEREO HI-FI 








WST 14033 be 


Write for free complete catalog 
Westminster Recording Co., Inc., 
ae A Subsidiary of Am-Par Record Corp. 


RAVEL: Bolero WST 14032 
ROSSINI: William Tell Overture 

REZNICEK: Donna Diana Overture 

HEROLD: Zampa Overture 

AUBER: Fra Diavolo Overture WST 14031 


AUBER: La Muette de Portici; THOMAS: Mignon, ADAM: Si 
jétais roi; MAILLART: Les Dragons de Villars; LALO; 
Le Roi d'Ys; BOIELDIEU; La Dame Blanche WST 14027 
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RUTH RUBIN sings YIDDISH FOLK SONGS 
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HIGH FIDELITY 


RUTH RUBIN si 


YIDDISH FOLK SONGS 


(Dick Weissman appears through the courtesy of Capitol Records) 


DICK WEISSMAN, Banjo, Guitar & Mando-Cello 


RUTH RUBIN has been performing before concert 
audiences since the age of six. At an early age she 
became interesied in the folklore of many peoples and 
learned songs of the English-speaking countries, French 
Canada, France and Germany. Some twenty years ago 
she embarked on a serious study of secular Yiddish 
folk songs of Eastern Europe, which in turn led her 
into pioneering work in the United States, collecting, 
collating, translating texts and tunes, researching the 
historical background of the material, and becoming 
acquainted with the work that had been done by other 
scholars in the field of Yiddish folklore, In addition to 
performing in lecture-recitals from coast to coast, she 
has written many articles and essays for folklore jour- 
nals andother scholarly publications in the U.S, Canada, 
South America, Europe and 'srael. Today, Mrs. Rubin 
is recognized as this country’s leading scholar in the 
field of Yiddish folk song stories. She is the compiler 
and editor of one of the finest general collections of 
Jewish folksongs published in this country: A TREA: 
SURY OF JEWISH FOLKSONG (Schocken Books, New 
York, 1950.) 

K.S.G 
SIDEA 

]. SHVARTSE KARSHELECH RAYSN MIR (We Pick 
Black Berries): A song in 3/4 time, probably created by 
a dancing-master brought down from the big city to 
teach the waltz to young men and women in the small 
town. As it emphasizes the one-two-three rhythm, the 
singer speaks of his unsuccessful affair which lasted 

3/4 of a year.” “What's the use of my trying to dance 
the new dances — the kazatska, the polka, the mazurka 
— when the girl | love doesn’t love me? What's the use 
of her pretty little hands when they do not caress me? 
What's the use of her sweet lips, when they do not 
kiss me?” 

2. MAYN YINGELE (My Little Boy): A lullaby writ 
ten by Morris Rosenfeld in 1887, which is still current 
wherever Yiddish-speaking Jews reside. The melody 
sung on this recording is |he most popular of several 
anonymous tunes to which it has been set. A father 
who works in a sweatshop clothing factory bitterly 
bemoans the fact that he never gets to see his little son 
awake. He leaves early to work, when the child is 
still asleep, and returns when the little boy is asleep 
once more. He is thus denied the joy of the day-to-day 
growth of his little son. He doesn’t get to hear him 
utter his first words 

3. YUGNT HYMN (Hymn for the Youth): Text by 
S. Kacerginsky and tune by Basya Rubin. Poet and 
composer were both fighters in the Vilna ghetto under 
German occupation, and their song was a powerful 
morale-builder for the youth of Vilna. “Our song is full 
of sorrow, but our step is firm. Though the enemy 
stands at our gates, we sing bravely — to all who 
wander, uprooted and homeless. We greet those who 
courageously march into battle. We remember all of our 
foes and will never forget our friends. We bind our 
past with our present, marching together with the 
builders, the welders. Everybody can be young who 
only wishes — age is no deterrent. The old can be 
children too, and help build a new life!” 

4. ZAYT MIR GEZINT CHOVERTES ALE (Farewell, 
All My Friends): This type of song, in which a bride 
bids farewell to her friends before she is led to the 
Marriage ceremony under the canopy, might have 
been sung during the ceremonial of bazetzns, in the 
bride’s home, There, surrounded by her friends and 
female members of her family, her head was shaved 
in preparation for the donning of the wig, and the 
marriage entertainer would sing somber songs to put 
the bride in the proper frame of mind before she 
assumed the solemn marriage vows on her wedding 
day. The song does indeed reflect this pensive mood, 
with the young girl apprehensively facing her future 
life with a man she has possibly never seen before 
(for this was the world of arranged marriages), 1o 
assume the responsibilities of a household which she 
must build and maintain with the proper respect and 
humility 


A 
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5. HOBER UN KORN (Oats and Corn): A satirical 
song set to a stately rhythmic dance, pokes fun at 
certain dated customs prevalent in the 19th century. 
Creating a situation in which a girl (Rivkele) loses her 
apron and a fellow (Yankl) finds it, the song ridicules 
the adherence to a belief by which the two are con- 
sidered ‘naturally mated’ on the basis of such an acci 
deni. The ritual of casting ‘fertility’ seeds at the en- 
gaged pair is mentioned, and the wedding seems a 
foregone conclusion. But alas, Rivkele is a poor girl 
and has no dowry! Consequently, despite ‘the custom 
of the apron’, Yankl goes off with another! “Poor 
Rivkele, woe unto her! Who will marry her now? — 
She will never put her faith in the apron again!” 

6. BIN ICH MIR A SCHNAYDERL (! Am A Liitle 
Tailor): This work song speaks of four occupations in 
the old East European Jewish environment: that of a 
tailor who earns enough only for bread, but not for 
butter; the cobbler mends other people’s shoes, but 
goes barefoot himself; the roofer fixes everyone else’s 
roof, but his own leaks; the merchant barely has “two 
groshn’s worth of raisins and almonds in his store,” 
but bears his burden and praises the Lord. The prob- 
lems thus contrast with ihe refrain of the song, which 
proclaims: “Thus | live, day in day out, happily, merrily 
and fine!” 

7. IN TOYZINT ACHT HUNDERT NAYN-UN-NAYN- 
TSIGSTN YOR (In the Year of 1899): In 1899 ihe Russian 
government was sending recruits to the Far East. The 
average young Jewish soldier often had only a vague 
idea of where the Far East was. In this song, the young 
recruit describes the rigors of life in the barracks, 
where he sleeps on an iron bunk, his knapsack for a 
pillow, exposed to the brutalities of the corporal in 
charge. He bids his beloved bride adieu, promises to 
be true to her and pleads that she pray to the Lord, 
that he not be sent to that far-off region. 

8. FARVOS ZOL ZAYN MAYN CHOSN A SOLDAT 
(Why Must My Fiancée Be A Soldier?): A young girl 
laments her fiancée’s impending departure for the 
army. “I cannot eat or drink, mother dear,” she com- 
plains. “All day long, | weep and wail: why must my 
darling be a soldier? I'll climb up on a ladder high to 
the Lord and ask him why . . .” She yearns to see her 
love before he leaves. “Oh, if a whirlwind would but 
lift me up and take me to him, so that | could admire 
his lovely head of hair and perhaps even kiss him.” 
The final parting rises up to pain her as she cries out: 
“Oh, how will | be able jo bear it? The Czar will take 
my most precious jewel from me and | shall be stand- 
ing-by so helplessly!” 


SIDEB 

1. BETLERS (Panhandlers): Text by Zaretsky and tune 
by Michl Gelbart. Of American vintage, the melody of 
this song is based on an old East European beggar 
song. The panhandler and his stringed instrument, with 
his blind wife beside him, go begging and strumming 
through the streets. A painter passing-by is also pan- 
handling — begging a theme. for his canvas. A mer- 
chant hurries through, grasping and eager to “swallow: 
up all the trade from near and far.” The poet follows 
them all, blending “the three drops in his poetic sea.” 

2. HOT ZICH MIR DI SHICH TSERISN (My Shoes 
Wore Out): This sardonic dance-song of the Vilna 
ghetto, set to an old Jewish wedding tune, speaks 
bitterly of ghetto life under German occupation during 
World War ll, It makes subtle reference to the bogging 
down of German troops in the U.S.S.R. and the efforts 
of the Nazis to collect from the ghetto dwellers all fur 
coats and fur pieces to be shipped to the front. Thus 
the first stanza and refrain tell us: “My shoes are torn 
oh woe to me, they've ripped my collar off and | am 
freezing. Dance, dance a little bit with me, oh you little 
frosts, you come from Siberia.” The second and third 
verses mention the pink and yellow work passes, 
which meant extending life a little longer . . . the 
singer's wife who is hidden away in a dugout some- 
where . . . rations of bread by the centimeter and wood 
‘by the deka’, doled out by the Judenrat — The Jewish 
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HEDY WEST, Flute & Piccolo 


Committee heads appointed by ihe German occupation 
forces to ‘administer the life in the ghettos and who 
were often brutal and corrupt 

3. OY, A NACHT A SHEYNE (Ob, What a Beautiful 
Night): Two lovers are saying goodbye in the moon- 
light. The young man is leaving for the army and their 
future seems sadly uncertain. They cling to the sweet 
memories of wonderful tender nights under a full 
moon, “Let's get married ai once,” she pleads. “What's 
the use? | have to go into the army,” he replies. “I'll go 
on trains and swim across rivers, I'll leave my parents 
and come to you,” she says. “Don’t go on trains and do 
not swim across the waters,” he replies, “just wait for 
me, my darling, and in three years I'll return.” 

4. VOS HOSTU MIR OPGETON (What Have You 
Done To Me?): Within the Jewish community of Eastern 
Europe, the lowest on the ladder were the seamstresses 
— without social standing and without a dowry, they 
were often doomed to a life of celibacy. Love was a 
dream and wherever it was realized, its duration was 
brief and tragic. !n this song a girl laments her love for 
the fellow who is about fo leave her. My mother 
warned me not to get mixed up with you,” she wails. 
“When you are gone, | sl:all never cease longing for 
you. | might as well go down to the river and drown.” 

5. HEY, TSIGELECH! (Hey, Little Goats!) Text and 
tune by Mordche Gebirtig. This is one of the many pre- 
war songs written by the most popular folk tard in 
Poland between the two world wars. He was killed 
by the Nazis during the German occupation of Cracow. 
When the war broke out, Gebirtig wrote several songs 
in defiance of German brutality and in an effort to 
bolster the morale of his suffering people. This little 
ballad, however, written in times of peace, speaks of 
the love of a shepherd for a maid who ‘bewitched’ 
him. He neglected his sheep and came to a sad end — 
drowning in the forest brook, his flock wandering aim- 
lessly about, while the maiden sat weeping on the 
bank. 

6. OT AZOY NEYT A SHNAYDER (This Is How A 
Tailor Sews): A work song popular smong apprentice- 
boys and tailor-hands in early 19th century workshops, 
this variant includes two stanzas which were added 
towards the last quarter of the century, during the 
movement for a ten-hour day. “Last year, Heaven help 
us, we toiled from eight to eight — but since our strike, 
we don't work twelve hours anymore-” But the old 
humorous stanza which speaks of “sewing and sewing 
and sewing, but earning a guldn with a hole in the 
middle” still lilts along, recalling the hard days before 
the strike. 

7. KAYN KOTSK FORT MEN NISHT (To Kotsk We 
Do Not Ride): A group of Chassidim are going on foot 
to their holy Rabbi in Kotsk, some 30 miles from War- 
saw. Approximating the annual pilgrimages up Mt. Zion 
in the ancient days, during the major festivals, the song 
speaks of the same ceremonials in Kotsk. The Hebrew 
word regl is utilized in the three stanzas of the song, 
in its three connotations: regl means a foot — we go 
on foot; regl means a custom — it is a custom you 
should follow; regl means a holiday — when we go to 
the Rabbi of Kotsk it is a great holiday indeed! Thus 
did the adherents of the Rabbi of Kotsk walk along, 
sing and dance along, as they went together, exhorting 
everybody to join them, on their annual pilgrimages 
to their holy Rabbi. 

8. SHLOF, SHLOF, SHLOF (Sleep, Sleep Sleep): A 
tender lullaby, which builds on incidental rhymes. 
“Sleep, sleep, sleep. Daddy will go to the village. He 
will bring you an apple — to make your little head 
strong; a birdie — to make your little eye strong; a 
little hare — to bring health to your little nose; a little 
duck — to bring health to your little hand; a little nut — 
to make your little foot strong; a little bowl of soup — 
to make your little belly healthy; a little dress — for 
my sweet little girl!” 


Notes by RUTH RUBIN 
Recorded by RUDY VAN GELDER 
Produced by KENNETH S$, GOLDSTEIN 
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SIDE 1 
1 What You Won’t Do 


(Adapted) 
Siyute 


2 Satisfaction Guaranteed 
(Adapted) 
Sugar Minott 


3 IPromise To Love You 
(R. Kennedy) 
Sugar P 


4 Can’t Wait Another Minute 
Sie 


5 Victim Of Your Love 
(B. Reid) 


Candy Man 


Executive Producer Recorded & Mixed 
W. Brown W. Brown 
Produced & A L. Minott 
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1 Kunumunu 
(C. Mason) 
Tumpa Lion 





2 Name Bran Song 
(L. Brown) 
Little Lee 


3 Plastic DiLead 
Veeareaige 


4 Ramacon 
(R. Gordon) 
Robbie G 


5 Loving Daddy 
(T. Thompson) 
Papa San 
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ROBERT FRYER presents 


ROSALIND RUSSELL 


LAT 8058 


WONDERFUL meepentes 
SEIEGIION WONDERFUL TOWN 


with members of the New York Production 


Based on the book by RUTH McKENNEY 
Book by JOSEPH FIELDS and JEROME CHODOROV 
Music by LEONARD BERNSTEIN 
Lyrics by BETTY COMDEN and ADOLPH GREEN 
With GEORGE GAYNES; EDITH ADAMS; HENRY LASCOE; DORT 
CLARK; JORDAN BENTLEY; CRIS ALEXANDER and Warren Galjour; 
Albert Linville; Delhert Anderson 


Musical direction and arrangements by LEHMAN ENGEL 
Production directed by GEORGE ABBOTT 


Side No. 1 
Christopher Street—Warren Galjour and The Villagers Chorus 
Ohio— Rosalind Russell and Edith Adams 
One hundred easy ways—Rosalind Russell 
What a waste—George Gaynes, Warren Galjour and Albert Linville 
A little bit of love—Edith Adams 
Pass the football—Jordan Bentley 
Conversation piece—Rosalind Russell, Edith Adams, Cris Alexander, 
George Gaynes and Dort Clark 
Side No. 2 
A quiet girl—George Gaynes 
Conga !—Rosalind Russell and The Cadets 
My darlin’ Eileen—Edith Adams, Delbert Anderson and Police 
Swing !— Rosalind Russell and The Villqgers Chorus 
It’s love—Edith Adams, George Gaynes and The Villagers Chorus 
Ballet at The Village Vortex— Orchestra 
Wrong note rag—Rosalind Russell, Edith Adams and The Villagers Chorus 


When “Wonderful Town” swept on to the stage of the Winter Garden on 
February 26, 1953, audience and critics were equally roused to a fever-pitch of 
excitement. Not since “Guys and Dolls” had there been such an outburst of 
unanimous enthusiasm. Just to prove the unusually high quality of Leonard 
Bernstein’s melodies as well as Adolph Green and Betty Comden’s distinctive 
lyrics, each critic seemed to pick a different song as the “pop tune” of the 
show. All agreed, however, that A quiet girl, It’s love, A little bit in love, and 
Ohio were not only show-stoppers but ear ticklers which would long be 
remembered for their uncanny combination of words and music. 

“Wonderful Town” is the culmination of a happy series of successes. It 
began as a brisk and brilliant book by Ruth McKenney about her baby-faced 
but man-slaying sister Eileen. The book was transformed into a winning 
play (“My Sister Eileen’) by Joseph Fields and Jerome Chodoroy, after 
which it made an equally effective appeal when it reached new audiences as a 
laugh-provoking motion picture. In each version the plot was about the 
same. In “Wonderful Town” it again centres about two girls from Colum- 
bus, Ohio, who come to the Big City on the Hudson to make their careers. 
Ruth wants to be a writer, Eileen an actress. Ruth is dark, attractive, 
possessor of a sharp wit, a girl who knows how to take care of herself. Eileen 
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is blonde, bland, and wide-eyed, the kind of girl every man insists upon 
protecting. The time is 1935; the place is Greenwich Village. The girls’ 
troubles begin when they are talked into renting a one-room basement apart- 
ment at the exact spot where men are blasting in order to build the new 
subway. They are also more than a little bothered by the queer characters 
who keep appearing at their curtainless street-level window and even invade 
the apartment—most of them looking for Violet, the former tenant, who has 
made a good living by dispensing her favours. Ruth finds that getting 
established as a writer in New York is far from easy; Eileen finds that getting 
on the stage is almost impossible. One misadventure follows another—an 
editor, an ex-athlete, an operator of a Village night club, a wolf disguised as a 
newspaperman, an over-refined drugstore manager, a crooked landlord who 
is also a Sunday painter, and several members of the Brazilian Navy, all 
somehow get themselves mixed up in the action. Eileen manages to get 
arrested, and as a result charms every member of the police force with whom 
she comes in contact. Ruth gets a newspaper assignment, which turns out to 
be a hoax. Just as dark clouds descend upon the two sisters, the sun breaks 
through: Eileen’s publicity lands her a night club job—and even a decoration 
from the Brazilian Government—while a story Ruth has written about the 
naval cadets wins her a much desired spot on a leading newspaper. 

All of this is framed in a gaiety that never lets down. The book has unusual 
substance and the music is as nimble as the lines. Audiences and critics 
agreed that here was a show in which the fun never falters, in which the songs 
are both literate and lively—in short “Wonderful Town’? has everything 
that an intelligent musical can hope to have. 

Nominated three times for an Academy Award, Rosalind Russell became a 
star in spite of her family’s scepticism. She was born in Waterbury, Con- 
necticut; her father was a famous trial lawyer; her family still seems to believe 
that ‘“‘Roz will get this acting out of her system’’. Nevertheless, Rosalind 
Russell knew what she wanted from the very beginning. After graduating 
from Marymount College and a training at the American Academy of 
Dramatic Arts, she talked herself into a summer stock company at Lake 
Placid, New York. After a few seasons, her role with Bert Lytell in “The 
Second Man”’ won her a Hollywood screen test and a long-term contract. 

From that time on Rosalind Russell impressed her audiences in every way 
most of all, perhaps, because of her versatility. She acted such dramatic 
roles as ‘Sister Kenny” as well as a deeply serious part in ‘Mourning 
Becomes Electra’’, but she was equally successful when she played for laughs 
in “His Girl Friday”, ““No Time For Comedy”, “Women of Distinction’, 
and other celluloid comedies. When she returned to the stage she was 
delightfully rib-tickling as the literally bewitching witch of “Bell, Book and 
Candle’’. Everything she does carries the touch of distinction. 

Her personality, matching her beauty, has made her not only a favourite 
with film-goers all over the world but an industrious worker for civic activities. 
(She has received over thirty-five important awards and citations.) Although 
the stage is her natural sphere, she excels in outdoor sports; she rides well, 
swims like a professional, plays a hard game of tennis and a remarkable game 
of golf. She likes designing clothes and, on the side, thinks up new ideas in 
sweaters. Her name always appears high on the list of the ten best-dressed 
women. 

In 1939 Miss Russell was sailing back to the United States on the S.S. George 
Washington. Her deck chair was next to that of Frederick Brisson, the motion 
picture producer who was coming to this country. Although he tried to avoid 
the only motion picture being shown aboard (“The Women”), Brisson 
finally broke down and saw the movie with Miss Russell. He liked it. He 
liked Rosalind. And on October 25, 1941, he and Rosalind were married. 
On May 7, 1943, their son Lance was born. 
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WAYNE KIRTON HEY PUCK AWAY » DOH BOTHER ME NOW (W. Devines, C.O.1.T.) POOM POOM 
keyboards Superblue C.O.T.T.) A LITTLE OIL IN MY LAMP (traditional) THE MORE WE ARE TO- 
CLIFF A 6 BRANCHE GETHER (traditional) TOTAL DISORDER (Duke C.O.T.T.) GIMME MORE (B. Franklin) 
Wn keyboards MOVE YUH HAND (Swallow P.R.S.) GLORY, GLORY HALLEJUIAH (traditional) WHEN 
ANCIL FORD THE SAINTS (traditional) AH FRAID PUSSY BITE ME (Sparrow) NAH DO THAT (lwer 
keyboards George) JUMP AND BREAKAWAY (E. Hector) NO NO WE AINT GOING HOME 
SUNSHINE Tambu C.O.T.T.) HANG ON SLOOPY. CHILDREN ROW THE BOAT ASHORE (tradi- 
bass tional) BURROKEETE WOMAN (Swallow P.R.S) INSIDE THE PARTY (Explainer C.O.T.T.) 
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| CARROL HODGE percussion CELEBRATION (Explainer/F. Mc Intosh) CHILDREN WALK THE ROAD (traditional) 


| AMEN (traditional) NAH NAH HEY HEY (traditiona)l YYONNE (Sparrow, C.O.T.T.) 

PIOUS ATHERTON percussion CECELIA. EVERYTIME AH CALL YOU ON THE TELEPHONE. CRAZY LOVE (Melody) SAD 

MOVIES. DOH CRY ME AH RIVER (Errol Ince) COVER ME. UNDER THE BOARDWALK. IF 
ARRANGER ERROL INCE YOU LET ME MAKE LOVE TO YOU. TELL ME WHY (G. Joseph/T. Watkins) MARY ANNE. 
RECORDING ENGINEERS GEORGE JUNIOR IF YOU LOOKING FOR SOMEBODY (Shandileer) SOCA PAN TUNER (W. Devines) LAST 
MYERS,AKILI WALKER TRAIN TO SAN FERNANDO. OH BLAH DEE (Lennon/Mc Carthen SOCA JAMBOREE 
MIX ENGINEERS AKILI WALKER, TOMMY (Errol Ince, C.O.T.T.) ALL THE WAY (Sparrow, C.O.T.T.) DONT STOP THIS PARTY (Swal- 
WEBER low P.R.S) ITS CRYING TIME AGAIN. 
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N mid-December of 1932, in the depths of the 
ig Depression, a group of musicians entered the 
RCA Victor studios in Camden, New Jersey, for a 
marathon recording session. They were the 
members of the Bennie Moten orchestra, one of 
the leading bands of the Midwest—of the coun- 
try, for that matter—an organization which had been 
recording for Victor since 1926 and for another com- 
pany three years before that. The men were demoral- 
ized, literally hungry, and the long session was almost 
the last act of this particular manifestation of the Moten 
band. As clarinet and alto soloist Eddie Barefield has put 
it, “We didn’t have any money. .. we had to get to Cam- 
den to record, and along comes this little guy Archie 
with a raggedy old bus, and he took us there, He got us 
a rabbit and four loaves of bread, and we cooked rabbit 
stew right on a pool table. That kept us from starving, 
and then we went on to make the records. Eddie Dur- 
ham was doing most of Bennie’s writing then; I made 
Toby that time. We just turned around and made it back 
to Kansas City. We hung around there for a while, not 
joing much of anything...” 
Certainly there is nothing either in the music or in 
e frequently joyous way it’s played on this LP to indi- 
e that the band was in such straits at the time. Or 
e at the soon-to-be-illustrious personnel. There is 
ips’’ Page as the group's trumpet soloist; there 
Dan Minor and Eddie Durham as trombone soloists, 
rham also contributing guitar solos and 
nts; there is Barefield; there is Ben Webster 
axophone; there is William, later ‘‘Count,” 
ano, and there is Walter Page, whose firm, 
ilarating four-beats on bass had as much 
faracter of us music, pores as any- 
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and developed them in an ensemble style. Further, the 
piece features original melodies on a rather sophisti- 
cated chord structure borrowed from a standard popu- 
lar song. Notice also how much Fats Waller there is in 
Basie’s solo—the stride masters James P. Johnson and 
Luckey Roberts were Basie influences in his early days, 
and Waller gave Basie instruction. Notice also how per- 
sonally melodious “Lips’’ Page is. And notice that the 
figures usually played today as Moten'’s Swing are only 
the final riffs in this performance. 

Blue Room opens in a somewhat older style, but 
there are the chimes Basie provides behind ‘‘Lips.” 
Then, hear the way the spurting riff figures begin to 
appear under Barefield’s wry solo. Finally comes the 
thrilling brass and reed riffing, which not only takes us 
into the later world of Count Basie, but which in itself is 
one of the most beautifully played passages in all 
recorded jazz. 

New Orleans was Jimmy Rushing’s vocal for this ses- 
sion, but it also has a wonderful, eruptive moment on 
the verse of the piece by Ben Webster, who sounds a lot 
less like Coleman Hawkins here than he is supposed to 
have sounded at this early point in his career. 

The Only Girl I Ever Loved contains a rather square- 
style vocal by the Sterling Russell Trio, but the side is 
notable as a sample of the group performing at slower 
tempo. There are also brief, effective flashes of Dur- 
ham’s guitar; there is Ben Webster, and there is an end- 
ing that, in effect, reinterprets the piece as if it were 
Motens Swing. 

Milenberg Joys, like Prince of Wales, reinterprets a 
piece from the earlier jazz repertoire in the new style. 
Basie is lightly humorous in his deliberately old-timey 
introduction, and do not miss the saxophone figures, 
nor the way the rhythm walks behind them, nor the 
chase between Barefield and Webster toward the end. 

Lafayette is one of Durham’s contributions to the 
new repertoire, not quite so lean and spare in the writ- 
ing as his later arrangements for Basie, however. 

Iam sure that Prince of Wales would be an excep- 
tional performance if only for the forceful and hand- 
some, not to say joyous, striding of Basie’s piano—we 
tend to forget how beautifully he could play this style 
and what glee there was in it. But also do not miss the 
way Walter Page comes in behind Webster, the figures 
behind ‘Lips,’ and the way that the ending in effect 
rewrites Prince of Wales as if it were Toby. 

Walter Page was the solid foundation on which this 
band was built rhythmically. And Walter Page's Blue 
Devils, his Midwest group of a few years earlier, was the 
source of its style and of many of its best sidemen, 
beginning with Basie and Jimmy Rushing, then “Lips” 
Page, and ending with Walter Page himself. Itis fascinat- 
ing and instructive to see how the Moten band evolved 
ese men gradually joined it. Indeed, the earlier 

rds that sound best today are apt to be those 
{ x-Page men appear and contribute. 
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Side A 
TOBY 


(BVE-7ABNG) 12/13/82 
BE. 
Oran “Hot Lips’ Page, Joe Keyes, Dee Stewart, trpls.; Dan Minor, 
trom.; Eddie Durham, trom. and solo guilar; Eddie Barefield, 
clar., alto; Jack Washington, alto, bar.; Ben Webster, tenor; 
Count Basie, piano; Leroy Berry, rhythm guitar; Walter Page, 
bass; Willie McWashington, drums. (ASCAP 3:27) 

MOTEN’S SWING 
(BVE-74847-1) SAME (ASCAP/BMI 5:21) 


BLUE ROOM 


(BVE-74848-1) Same (ASCAP 3:21) 


NEW ORLEANS 


(BvE-74850-1) Same; Jimmy Rushing, vocal. 


THE ONLY GIRL | EVER LOVED 


(BVE-74851-1) Same; Sterling Russell Trio, vocal. 


MILENBERG JOYS 


(BVE-74852-1) Same (BMI 2-47) 


LAFAYETTE 


(BVE-74853-1) Same (BMI 2-45) 


PRINCE OF WALES 


(BVE-74854-1) Same (BMI 2:50) 








(ASCAP 3:00) 


(ASCAP 3:13) 


solo space by first using the chorus from an earlier take 
and then including the solo originally heard in this take. 
The first’ shows Basie’s other major influence after 
Waller, Earl Hines. There is more Waller in the second 
solo, but there is Hines, too, and the remarkable thing is 
how well Basie had brought the two styles together as 
one so that they don’t sound like a patchwork. 

The New Vine Street Blues is a remake of a piece first 
recorded in 1924-an unusual 24-bar, long-meter struc- 
ture. It is an altogether remarkable, sustained perform- 
ance, much less over-arranged and much more 
emotionally cohesive than most of the Moten records 
from this period. This, by the way, is a previously unre- 
leased ‘‘take’’ chosen because the solos seem a bit 
stronger, I assume that the effectively Bechet-like clari- 
net solo, which has so much to do with developing the 
mood of this performance, is Woody Walder, who had 
been with the Moten band on its earliest records, and 
that the baritone solo, which manages some slap- 
tonguing without raucousness and without breaking 
the mood, is Jack Washington. I also take it that the 
plunger introduction is Ed Lewis, although this playing 
is rather different from the Nichols-Beiderbecke style he 
uses on his other solos here. 

This is also a new “take” of Won't You Be My Baby?, 
included for Rushing’s marvelous singing—he comes 
on as if he wrote the piece himself, which, as a matter 
of fact, he did! Rushing was largely a ballad singer in 
those days, but here he has the plaintive wail of a blues 
celebrity of the Twenties—that wail plus his own ubiq- 
uitous good humor, The performance also shows an 
effort at a steady four-beat rhythm, 

Ob! Eddie is arranged, or over-arranged, in the old 
style, but it has Basie (it also has Bus Moten’s accordion 
round with the brass), and the last chorus teas- 
tches out ideas that later turned up in Molen s 
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Side B 

THE JONES LAW BLUES 
(BVE-S7502-3) 10/23/29 
Ed Lewis, Booker Washington, frpts. and/or cornets; Thamon 
Hayes, from.; Eddie Durham, from. and solo guitar; Harlan 
Leonard, alto clar.; Woody Walder, clar. and tenor; Jack 
Washington, alto and bar.; Count Basie, piano; Buster Moten, 
accord. ; Leroy Berry, banjo and/or guilar; Vernon Page, bass, 
Willie McWashington, drums. (BMI 3-11) 


SMALL BLACK 


(BVE-57304-3 plus excerpts from BVE-57304-2) Same (BMI 5-59) 


NEW VINE STREET BLUES 


(BVE-57315-1R) 10/2429 Same (BMI 2-57) 


WON’T YOU BE MY BABY? 


(BVE-62909-1R) 10/27/30 Same except add 


“Hot Lips” Page, section frpt.; Jimmy Rushing, vocal. (BMI 3-13) 
OH! EDDIE 

(BVE-62911-2) 10/28/30 Same (BMI 2-53) 
THAT TOO, DO 

(8vE-62912-2) Same; Jimmy Rushing, vocal. (BM 3:19) 
WHEN I’M ALONE 

(BVE-62924-2) 10/30/30 Same; Jimmy Rushing, recal (BMI 3.16) 
SOMEBODY STOLE MY GAL 

(BVE-62927-1) 10/31/30 Same; scat vocal by Count Basie. (AScaP 3:03) 


That Too, Do is a blues, but a blues with a bridge in 
the instrumental choruses (!), and Rushing’s only 
recorded blues vocal with Moten. The title is rather like 
“that fuss” or “that mess,” a kind of mock disparage- 
ment of the piece. Notice that each of Rushing’s cho- 
Tuses had a life of its own on a later blues with Basie. 
Also notice that provocative call-and-response between 
“preacher’’ Ed Lewis’ trumpet and the band’s “congre- 
gation.” (Incidentally, if the bass figure that introduces 
That Too, Do gets under your skin, listen to King Oli- 
ver’s Snag /t or to the Modern Jazz Quartet’s first 
recording of Django.) 

When I’m Alone is more typical of the balladeer 
Rushing of this period, and the piece shows the tempo 
at which the four-beat swing of the later band was 
worked out. Also, watch the hints of things to come in 
those crisp brass figures at the end. 

Somebody Stole My Gal almost had to be included if 
only for Basie’s scat singing. The “jungle” jive that 
introduces it is perhaps all-of-a-piece with the vo-de- 
ob-do baritone, trumpet and tenor solos, but Basie’s 
piano contribution to the introduction is a moment of 
light-hearted joy, and in those brass figures at the end 
we are, once more, warming up for Molen s Swing and 
jazz to come. 
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LONG PLAY 337 RPM 


Original Sound Track Music From The Paramount Motion Picture 


BECKET 


A Hal Wallis Production. starring 


RICHARD BURTON - PETER O’TOOLE 


with John Gielgud + Donald Wolfit + Martita Hunt + Pamela Brown 


Directed by PETER GLENVILLE . Screenplay by EDWARD ANHALT 
Based upon the play Becket by JEAN ANOUILH 
Music Composed by LAURENCE ROSENTHAL + Conducted by MUIR MATHIESON 





Side One 
Band 1. MAIN TITLE and KING HENRY’S ARRIVAL 
AT CANTERBURY CATHEDRAL 





Band 2. DAYS OF YOUTH 
Band 3. THE HUNT 
Band 4. GWENDOLEN 


Side Two 

Band 1. TRIUMPH IN FRANCE 

Band 2, CONSECRATION AT CANTERBURY 

Band 3. TRIAL and ESCAPE TO THE COURT OF 
KING LOUIS 


Band 4, THE MEETING ON THE BEACH 
Band 5. BECKET'S MARTYRDOM 
Band 6. END TITLE 


ABOUT THE MUSIC... 

In composing his superb score for BECKET, Laurence 
Rosenthal did not attempt a literal re-creation of 
12th century music, although he did use authentic 
Gregorian chant, and melodies in the Gregorian style, 


BECKET is the story of the friendship and 


ter back to his castle, but Becket inter- 


for the scenes in the Cathedral at Canterbury. He also 
made use of several old Welsh folk melodies. 

Taking the plot of BECKET as his guide, Mr. 
Rosenthal has employed his music to heighten the 
emotional impact of the dramatic story of Thomas 
Becket and his King. The bright, boisterous music of 
“The Hunt” and “Days of Youth" contrasts sharply 
with the solemn scene of the ‘Consecration at Can- 
terbury,” in which a chorus of monks intones the 
ancient chants; the martial music of the ‘Triumph 
in France” scene is a brilliant contrast to the spine- 
tingling scene of ‘“Becket's Martyrdom,” with its 
juxtaposition of the sinister purpose of the murder- 
ous barons and the hallowed setting of Canterbury 
Cathedral; and the quiet lyricism of the theme of 
“Gwendolen” is in direct apposition to the dramatic 
music of the “Meeting on the Beach.” 

For each scene of BECKET, Laurence Rosenthal 
has created a musical background which adds im- 
measurably to the dramatic power of this stirring 
film. He has, moreover, composed a score which 
stands on its own as an integrated musical work — 
one which you will enjoy hearing again and again 


ABOUT THE FILM... 


insists that he accept. Becket returns to 


after you have seen Hal Wallis’s Paramount produc- 
tion of BECKET. 

ABOUT THE COMPOSER... 

In addition to the music for Becket (both the 
Broadway production and the motion picture), 
Laurence Rosenthal has composed the musical 
scores for the motion pictures The Miracle 
Worker, Requiem For A Heavyweight, and A 
Raisin In The Sun, and for the Broadway pro- 
ductions A Clearing In The Woods, Rashomon, 
and Dylan. Other musical works by Mr. Rosen- 
hal have been performed by Leonard Bernstein 
and the New York Philharmonic and by the 
Rochester Philharmonic under the direction of 
Erich Leinsdorf. 

Laurence Rosenthal, a native Detroiter now 
iving in New York, studied at the Eastman 
School of Music in Rochester and with Nadia 
Boulanger in Paris. From 1951 to 1955 he com- 
posed motion picture scores in the Documentary 
Film Squadron of the United States Air Force. 


come upon his return home. When the 





eventual conflict between Thomas Becket 
and Henry II, King of England and v 
ern France from 1154 to 1189. As the p 
ture opens, Becket has been murdered by 
Henry's barons, acting upon what they 
thought was the King's wish that they 
should ‘rid me of this meddlesome 
priest.’’ Henry arrives at Canterbury 
Cathedral (Side 1, Band 1) to do penance 
at Becket’s tomb. As Henry reminisces 
about the olden days when he and Becket 
were friends, the scene fades back to a 
time when the two were boon companions 
in all their worldly pleasures (Side 1, 
Band 2). 

Henry bestows upon Becket the office 
of Chancellor of England, and they con- 
tinue their life of wenching and hunting 
(Side 1, Band 3). During a thunderstorm, 
they seek refuge in a peasant's hut. Henry 
wishes to take the peasant's pretty daugh- 
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venes by asking the King to give the girl 
to him. Becket then permits the girl to re- 
main with her father. Henry, however, 
has granted Becket’s request only upon 
Becket's promise to return an equal favor 
some day. Heny loses no time in forcing 
Becket to pay his debt, for that very eve- 
ning he demands that Becket's mistress, 
Gwendolen, come to him. Gwendolen kills 
herself rather than submit to Henry (Side 
1, Band 4). 

Henry and Becket journey to France, 
where Henry wins a victory in his attempt 
to force recognition of his claim to lands 
acquired through his marriage to Eleanor 
of Aquitaine (Side 2, Band 1). An emissary 
from England brings news that the Arch- 
bishop of Canterbury is dead, and Henry 
decides to make Becket the new Arch- 
bishop. Becket protests that he cannot 
serve both King and Church, but Henry 
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England, where he is solemnly conse- 
crated Archbishop at Canterbury Cathe- 
dral (Side 2, Band 2). 

As Archbishop, Becket abandons his 
profligate life to devote himself to the 
Church. He comes into conflict with the 
King over the murder of a priest, and 
gives back his seal as Chancellor, Henry 
angrily demands that Becket stand trial 
for supposed embezzlement of royal 
funds, Becket, refusing to be judged by 
anyone other than the Pope, flees to the 
court of the King of France, Louis VII 
(Side 2, Band 3). Some time later, King 
Louis arranges a meeting between the 
two antagonists, but Henry and Becket, 
meeting on a lonely beach, are unable to 
reconcile their differences (Side 2, Band 
4). Henry permits Becket to return to 
England. 

Becket receives an enthusiastic wel- 








news of his triumph is brought to Henry 
in France, the king is beside himself with 
rage and jealousy. Clutching his hand to 
his heart, he cries out hysterically, ‘Will 
no one rid me of this meddlesome priest?” 
and falls half-conscious at the banquet 
table. Four of his barons, taking this 
thoughtless outburst literally, set out for 
England, where they murder Becket as 
he prepares to say solemn Vespers in the 
Cathedral. As the rhythmic pulsation of 
the music reminds us, the tortured heart 
of the absent King hovers over this scene 
like an invisible witness to the brutal tra- 
gedy (Side 2, Band 5) 

Henry is overwhelmed with grief and 
guilt at the news of Becket's death, and 
comes back to England to do penance at 
the tomb of his old friend. ‘Are you satis- 
fied now, Thomas?” asks King Henry as 
he leaves Becket's tomb (Side 2, Band 6). 
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WomAN TROUBLE ‘ IN A RED RIVER THERE'S A HOLE 


WELL, IF 1 TREAT HER LIKE A QUEEN THE RAINS WILL COME THERE'S A HOLE 
THEN SHEL bE RUMI’ AWAY AND THE WATERS WiLL FLOW WW THE CEILIMG DE ONE 


AN‘ IF 1 TREAT HER KIVOA’ MEAN) THERE'UL GE NO SHELTER WHERE THE RAIA) CAMG Povelw' Don/d/ 
THEN SHE tL BE ECO TO STAY FRom THIS STORM THERE'S A HOLE WOMAN TROUBLE 

. THE WId0S WIL Howe IN THE THEORY 
IF you Got MORE THAW OWE, MAN AWO THE OCEAWS WiLL ROAR THAT EVERYTHING COMES 'ROVA/D 
THEW YOU 67: DOV ELE: THE WATER'S RISE 
JF YOU 60 A Woman, You CoT Outsio€ Your pooR IF | BELIEVE 
Woman TROUBLE EPR GAL WRE AZT 

5 \ TAKE A 6000 Look AROVWO THAT JUSTICE HAS BEEV SERVED t 

WOR IE NOU. CINE MIS Ue ANAS ET AS THE WATERS RUA Down) THEN | BELIEVE THE FIRS’ TH NG 
RUTSNWG Yves tien cen Many THE FUTURE Witt Deown For A UFETME 


IF YOU LikEIm Lows AWO LEA w A RED RIVER You GET WHAT you DESERVE 
BUT THEY Got MorHMy’ To Say 






THE L000 OF OVR FATHERS AM EYE For AU EYE AWO A TeoTH For A TooTh 
WELL, Yov'RE Diskus’ FR: Youe THE TEARS OF THER BRIDES A LIE FOR A LIE AWD A BUCK FOR THE TRUTH SIDE Two 
eee Te bse re = WILL AL BE FORGOTEN 'D LIKE To SEE You JUDGED By ‘YovVR PEERS 
IP WE LET THE LAWD DIE 10 UkE 10 SEE yoU CET TWEMTY YEARS N J A RED RIVER 
OTROS Oe: : ENGWES Wile RUST TE 
\ \ THERES A HOLE 
WEL, IF I TREAT HER LIKE A QUEEN Raiases ma Su AY, IV THE B/smARK 
THEW SHELC BE RUNNIN' AWAY 1S COME Dor} ; IN Y OUR ROOM 
AM IF I TREAT HER KINDA WEAN WASH THE SEEDS AWAY Eee Patni Hinge 
THEW SHELL BE BEGbIW' To STAY You BETTER Look To THE Sky lw THE THEORY ' 
WELL, 1M LOOMM FOR A GIRL AND ASK YOURSELVES WHY AS COD RIMAR ALIAS S| WHS THERE S A lelQULig; 
TO TAKE INSIDE my TIVY BUBBLE THE FUTURE witt DIE ieinanias 
1F You 60T A WOMAN, You boT WW A RED RIVER 
WOMAN TROVBLE Fon A momevT 
THE RAIWS WILL COME THAT JUSTICE HAS BEEA/ SERVED 


AWD THE WATERS WILL Flow THEN | BELIEVE 
my OWN MAN THERE'LL BE MO SHELTER POR A LIFETIME 


FROM THIS SToRm THAT you 6ET WHAT You DESERVE 

TH 
OUSIOETHESE (BAYS SS CEL EMT AW EYE FOR AN EYE AUO A TooTH FoR A TOOTH [ qi BE V T IT TURES _ 
Vm GOUNA PUT Yo) RIGHT WE ALL CHOOSE TO I6MOKE A LIE FOR A LIE AWD A BUCK For THE TR 
AND ONE OF THESE DAYS WILL LEAVE IT's WAKE ees e 


ri Ei " 
Vm COMMA PyT OVT THAT LACH OuTSIDE YouR DooR pceaeh ae ee ee es Mee TODD "BUDDY 
ONE OF THESE DAYS V0 & 0 


“ YOU BEITER Look To THE Sky . 
TA GOINIR, TARE YOUR ViAld . AWD ASHE YOURSELVES Wy THESES ALIAS: 'DOC" TALBERT 
MUD ONE OF THESE DAYS RHE FUTUAEIWILLS OE IN THE THEORY BRET "DOC" TALBERT 
Tm GOWNA BE YOUR mal) AN ANSWER Wie BE. FOVWD 

A RED RIVER 1 ENO CHRIS "THE SCR 
OUE OF THESE paYS TL TH CHRIS THE SCI 


YOU WON'T PUT UP A FIGHT OF A LIFETIME 

AND OME OF THESE Bays IN YOUR ROOM WHEW THE RAIW COMES FALUMG... 

YOUR GOWNA SPEWD. THE AMET SLEEPLESS WIGHTS 

nas ae Iw Your Room : i 
bo AYRE ANS, CHAM PAGWE , CAMOLELIGNT RECORDED, 

AMO OW6 CF THESE DAYS SWEET PERFUME UFLERTCH 

Um Gonna BE my OWN may TEP RE Cr 

I LEARWED ALOT ABOUT LOVE UP THERE 


OME OF THESE Oa¥S TIL | HAD TO 60 ENGINEERED 


nL a LOOKIN’ FoR SOMEWHERE 


AUD ONE OF THESE DAYS Bo a eg 
i : ) BY V 
Tal6oatal@ake GU hOO OA PLACE | STILL Dow'T KAO MIXED BY JIM 


OWE OF THESE DAYS 1 USEO TO RUA) FROm THE DAY-ANO | 
Vm GONNA MAKE A STAUD LIVEO FoR THE moop) 
AND OWE OF THESE DAYS W YOUR Room 
Um GONNA BE my OWN MAN LAYiN' ON OUR BAS 
FLOATING OM THE BREZE 


TI TH FIRST TIME | EVER SAW THE Wid 

HE FIRST THING DANGW' THROUGH THE TREES 

Es vA asaiiave To Wt BUT Now THOSE DAYS ARE COWE 

BEFORE THEY REALIZE TEE SU IRS CRRA CE COVER DESIGN 

How mucHt Lore is: Gwe pe eC ARE Powe : 
7. AND 1 THIVK IT'S COMMA SHOU 

ARE YoU SO HARD TO THINK THERE LL BE WARMER DAYS AHEAD 

‘THAT YoU CAM RISE ABOVE GUT Nor TOO Soon) 

YOU Dou'T KNOW THE Fitst THIME IN YOUR Room 

ABOVT LOVE 
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How MANY HEARTACHES 
DOES A PERSON HAVE To KNOW 


GEFORE THEY REALIZE - 
How MUCH THEY NEED To GROW , ALL SONGS COMPOSED BY TODD A. BLECKLEY 
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Passion in the face of adversity 
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LOVE’S BEEN GOOD TO ME 
YOU'RE THE ONLY GOOD THING 

- THE ONE YOU SLIP AROUND WITR 
—1GOTTA GO GET MY BABY = 
_ LITTLE MISS HEARTACHE 
“JUST OUT OF REACH = 

MANY DREAMS AGO 

ia | WISHFUL T THINKING 

in| , | AND OTHERS 
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CARL BELEW 


Carl Belew may be better known to most Country and Western fans 
as a composer of hit songs, rather than a singer of them. Among the 
many best-sellers to his credit are; “Lonely Street”, “Am I That Easy To 
Forget”, “Every Time I’m Kissing You” and “Stop The World.” Recently, 
however, his extraordinary talents as a vocalist have been brought to 
prominence and he has come to earn a new popularity and success. Any 
song which he chooses to sing, whether it be one of his own or the 
work of someone else, takes on the warmth and spirit of his own special 
personality and there are twelve corroborating examples of that statement 


in this album. 


Carl was born in Salina, Oklahoma on April 21, 1931; journeyed to 
California when in his early twenties and promptly won an amateur 
contest in Pasadena. He was immediately signed to his first recording 
contract and his career had begun. While in California Carl appeared 
on “Town Hall Party” and “Jubilee, U.S.A.” Later he became a regular 
member of “The Louisiana Hayride Show” out of Shreveport where he 
remained until 1959 when he left for the C&W capital, Nashville. He is 
currently a guest performer with the “Grand Ole Opry.” 


Half of the tunes in this set are the products of Carl's own pen 
and would seem destined for even larger success than anything he has 
yet produced. And of course Hank Locklin’s “Send Me The Pillow That 
You Dream On” and Harlan Howard's “The One You Slip Around With” 
have already made their mark. Carl Belew, with his fine, relaxed voice, 


spins each of them off with the ease of a master. 
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Side A 


WISHFUL THINKING 

THE ONE YOU SLIP AROUND WITH 

LOVE'S BEEN GOOD TO ME 

THREE CHEERS FOR THE RED, WHITE AND BLUE 
SEND ME THE PILLOW (You Dream On) 

WHERE DO |! GO (When | Get To Where I'm Going) 


Side B 


MAKE UP YOUR MIND (And Say Yes) 
LITTLE MISS HEARTACHE 

THREE CHEERS FOR THE LOSER 
JUST OUT OF REACH 

| GOTTA GO GET MY BABY 
YOU'RE THE ONLY GOOD THING 
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We JHNNY THOMPSON» 
; ws HereAgain 


; Christinas Time 


This new Christmas-Songs composed by oditaituahri A. Thomp- 


“son are going to be released just in the right moment: after the 
\ great success of the JOHNNY THOMPSON "SINGERS both here 


and overseas with extensive touring all over thé world from Is- 
land to Black Africa and Philadelphia to East, Europe and the 
U.S. S.R. itis a pleasure to observe while listening to this record, 
that Johnny Thompson and his group are capable to create beau- 
tiful Gospel-music even under unusual circumstances. A'look at 
the different personnels accompanying the group,compared with 
What you're hearing when you carefully listén, will confirm what 
I'd like to point out: if string-arrangements are: basically not espe- 
cially made to embellish gospel-services inAmerican-churches 
Y. gifted musicians 

like — forinstance — Mickey Baker) dena gied no rea- 
son to neglect this truly fine Christmas- -album: ‘The performances 
of these true exponents of the living and vital *vocal-tradition of 
the Negro churches in the United States keep’ ‘the listener totally 
spellbound and everyone feels that this gréat vocal-art is: not 
substitute, but THE REAL THING! Their j ntefpretations tell in op- 
timal degrees from the Glory and the" Holiness and the love of 
God, with an irresistible emotional foré@andin pertectcorrespon: 
dence in text and music. These fine vocalists‘under the musical 
and mental leadership of arranger, composer, piano-player and 
singer JOHNNY THOMPSON, which belong, to the very best in 
this great musical tradition, have no fear to express their true and 
strong Faith with the WHOLE of their humanvand. aftistical per- 
sonalities, with BODY and SOUL. They're praising God and 
preaching the Holy message in their own, unimitable way, which 
make it a joy to listen to those interpretations like “It's Here Again 
Christmas Time“, “Christmas Story“ and all'the other fine num- 
bers composed by Johnny Thompson, whether Or-not you al- 
ready got the chance to assist one of their. humerous and unfor- 
gettable “live“-appearance while on tour alin: ‘the first song you 


* will certainly enjoy the strong lead-voice of Johnny, Thompson, 


the exciting and very rich harmonization of ithe jubilant vocal-en- 
semble, and the perfect rhythmical accentuations, while “Christ- 
mas Story“ is graced by the wonderful lead of George Edmonds, 





(a) It's Here ‘enn Time 3°17 
(b) ‘hristmas Story 2°46 

c) Oh. etUs AllAdorn 2:14 

(d) Oh What AWonderful Day 3°40 

(e) Yoseph' SDream 4'47 


Side A © 


with Arlene Mills, one of the mainstays | of the group soloing also 
in her unmistakeable and convincing way. Moreover, the way how 
drummer Billy Brooks —-a very wellknown percussionist in Eu- 
rope — backs and feeds the group seems very notable to me in 
this fine medium-tempo-number. While “Oh Let Us All Adorn“ 
is a typical and well-arranged choir-plece which answers exactly 
to its title by a very fine and “round“ collective performance of 
great mastery, “Oh What A Wonderful Day“ belongs evidently 
to the more ecstatic side of the groups wide capacities and broad 
artistical and emotional range. “Joseph's Dream“ shines by both 
George's fine lead-soprano and David Winslow's piano-accom- 
Ppaniment, but listen to the very competent contributions of Arlene 
Mills and Gloria Dillard, too, not to forget the fine ensemble- 
work and the accurate rhythmic. accentuations by the drums. 
“Good News“ gets an extremely touching rendition by the warm 
and fiery lead-voice of Gloria Dillard, who very easily manages 
to keep growing the tension from chorus to chorus . . . UNIQUE! 
“Hallelujah To His Name“ gives the talented young pianist and 
singer David Winslow a chance to take over the lead-voice, while 
Johnny Thompson takes again the piano-chair. “Little Baby“ is 
definitely Johnny's number with the choir responding perfectly in 
this so very creative manher of the great tradition, called call- 
and-response-technic. “Christ Is Born“ tell us about how to 
SWING a Gospel-tune which is so rich in fine harmonics and in 
perfect tempo by both organ and piano .. . and THE DRUMS. 
Please note the magnificent use made of the voices by the compo- 
ser inthis same number. Just GREAT! And please do note how the 
narrator Arlene Mills (how this fine lady can preach!) manage to 
introduce the last number of this fine album: you can't help your- 
self... you MUST believe her when she says with imperturbable 
convinction: “...in the book of Saint Matthews, Mark and Lucas 
we read abouta baby be born...“ (here the strings build 
up anice background) and the whole ensemble get into a promis- 
ing, triumphal finale That's it! You got the message? If so... 
“very good news" to all of the participating performersy and joy 
for the writer of these lines. Ernest Buhrer 


Side B 

(f) Little Baby 2° 56 | 

(g) Hallelujah To His" Name 2'40 
(h) GoodNews 240° 

(i) Christls Born 3'00- 

(k) Glad Tidings 3°20 


(a) Lead: Johnny Thompson; Vocals: Arlene Mills, Gloria Dillard, George Edmonds: David Winslow; Piano; Johnny Thompson; Organ; Jerome Van Jones; Guitar: Gregory Underwood; El.-Bass: Bert Thompson; Drums: Billy 
Brooks; Violins: Marianne Krenger, Eva Sahil, Marlies Brunner, Karger ?e) Kathy Virag, iiikos Argyris"Violas: George Bhutan, John Mortimer; Cellos; ‘Regula Steiger, Katharina Rikli; Celesta: Urs Herdi, — Composed by 


Johnny Thompson — String-Arrangements by Mickey Baker 
(b) Same 





as (a) 










sept: Vocals: Arlene Mills, Gloria Dillard, George 
xcept no strings 


(a) 


Produced by Freddy J. Angstmann 


CH: 8050 Zurich (Switzerland) 


® 1977 Manufactured and distributed by Bellaphon Switzerland wy 


— Recorded at: SINUS Studioy Bat our) = Recording + Mixing by: Peter J. Mao Taggart — Album Design: Je "Grossardt — Distribution: Bellaphon — Linernotes by: Ernest 
Buhror Exclusive Management: International Artist i 
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(a) except: Lead; George Edmonds; Vocals: Johnny Tha gony.Arlene Mills, Gloria Dillard, David Winslow and no oystr nua 
penis David Winslow, Gregory Underwood and no guitar 


except: Lead: George Edmonds; Vocals: Johnny am sons orgs Mills, Glotla Dillard; Plano; David Winslow and no organ 
(a) except: Lead: David Winslow; Vocals: Johnny Thome Bn i ne Mills, Gloria ‘Ditlara, George Edmonds, and no strings. 


lene Mills, George Edmonds, David Winslow, Gregory Underwood, no guitar, no. stfings. 
Dillard, “Geotge Edmonds, ‘David Winslow, Gregory Underwood, no guitar, no strings. 


(a) except: Lead: Gloria Dillard; Vocals; Johnny Thomp} 

(a) except: Lead; Arlene Mills Vocals; Johnn 1 Thomson 

(a) except; Narriating + Lead: Arlene Milts Vocals ja Billard, ‘Georga Edmonds, David Winslow, Gregory, inderwood and nO‘guitar, 
fons by Johnny Thompson — All string-arrangements bY@Mickey Baker — Co-published by Freddy J, Angstmann/Bollver, 
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/ _ SIDE'ONE 


INCE A DAY (2:14) * 


; a son... Johnny Bienstock Music Co. (BMI) 
aes Music, Inc. (BMI) 


Anderson...Johnny Bienstock Music Co. (BMI) 


LOVING YOU (2:50) 


Anderson/Howard... Stallion Music, Inc. (BMI) 





Omartian/Omartian... Chappell & Co., Inc. (ASCAP) 
on) 





AIN’T HAD NO LOVIN’ (2:20) 


THEN AND ONLY THEN (2:24) 


I NEVER‘ONCE STOPPED 


JUST FOR WHAT I AM (2:21) 


Frazier/Owens.... Rightsong Music, Inc./Acuff-Rose Music, Inc. (BMI) 


PD RATHER BELIEVE IN YOU (3:31) 


SIDE TWO 
JUST ONE TIME 72:27) | 


Gibson... AcuffRose Music, Inc. (BMI) 


THE HURTIN’S ALL OVER (2:46) 


Howard... Tree Publishing'Co., Inc. (BMI) 


NOBODY BUT A FOOL 
{WOULD LOVE YOU) (225) 


Anderson... Stallion Music, Inc. (BMI) 


\ 


Bed ced. | 
CINCINNATI, OHIO (2:03) 


Anderson...Johnny Bienstock Publishing (BMI) \e 


IF I TALK TO HIM (2:27) 


Mitchell/Edgin... Vector Music Corp. (BMI) 


% 


8 2 JESUS IS YOUR TICKET 
TO HEAVEN (2:11) 


Jordan...Jack & Bill Music Co. (ASCAP) 
¢ 
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All selections are new stereo recordings. 
Distributed in Canada by ERA International Ltd., 

330 Saulteaux Cresent, Winnipeg, Manitoba R3J 3T2 
®© 1989 Dominion Entertainment, Inc. 15535 Medina Road, 
Plymouth, MN 55447 W Made & Printed in U.S.A. 
WARNING; All Rights Reserved, Unauthorized duplication 

is a violation of applicable laws. 
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SIDE | 

1. OUT WICKENBURG WAY 2:44 
(Jerry Wallace/Kevin Young; Jerry 
Wallace Music Pub. — ASCAP, Ken 
Sheldon Music Pub. — ASCAP) 




















2. IMISS YOU ALREADY 3:24 
(Jerry Wallace/Kevin Young; Jerry 
Wallace Music Pub. — ASCAP, Ken 
Sheldon Music Pub. — ASCAP) 











3. AT THE END OF A RAINBOW 2:18 
(Jimmy Krondes/Sid Jacobson; 
Criterion Music Corp. — BMI) 















4. LOOKING FOR A MEMORY 2:25 
(Ray Pennington; Showbiz Music — 
BMI) 









5. MY LAST SAD SONG 2:28 
(Ron Muir; Chip ‘‘n’’ Dale Music 
Pub., Inc. — ASCAP) 



















SIDE Il 
1. I‘LLPROMISE YOU TOMORROW 2:27 
(Frank Stanton/Suzann2 Shingler/ 
Andy Badale; Edwin H. Morris & Co., 
Inc. — ASCAP, Chip ‘n Jale Music 
Pub., Inc. — ASCAP) 




















2. WHY DON’T WE SLEEP ON !T 2:57 
(Ben Peters; Ben Peters Music Puio. — 
BMI) 
















3. NOW THAT SANDY S GONE 3:21 


(Jim Taylor; Chip “‘n’’ Dale Music 
Pub., Inc. — ASCAP) 














4. YOU'RE ON THE RUN 3:15 
(Jerry Wallace/Kevin Young; Jerry 
Wallace Music Pub. — ASCAP, Ken 
Sheldon Music Pub. — ASCAP) 













5. | BOUGHT THE HOUSE 2:58 
(Jerry Wallace/Kevin Young; Jerry 
Wallace Music Pub. — ASCAP, Ken 
Sheldon Music Pub. — ASCAP) 
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WOW! What an album. This is what you 
are going to say, when you listen to JERRY 
WALLACE'’s truly great ‘| Miss You Already.’” 

How many people can you name that 
are really great and dynamic individuals? 
Whatever the number, here’s one you can add 
to your list —- JERRY WALLACE. Not only is 
he one of the greatest and most talented sing- 
ing personalities, but he is also an everyday 
individual like you and me. JERRY WALLACE 
really loves his fellow man. 

For all of JERRY’s long time fans that 
will never forget such great hits as “‘In The 
Misty Moonlight’, ‘‘Primrose Lane”, “If You 
Leave Me Tonight | Will Cry’’, and ‘‘To Get 
To You”, to name only a few, you are going 
to love this album more than any you've ever 
owned. 

For all of JERRY’s fans to be, and you 
will be after listening to this album, you're 
going to say, ‘WOW! The guy \s just great, 
| have just got to see JERRY WALLACE in 
person.’ Let me tell you something. JERRY 
will love you for it, and you will love JERRY. 

As President of B.M.A. Records, | have 
the pleasure of saying that JERRY’s first 
single release on B.M.A., ‘’| Miss You Already”’, 
is already a very big hit. On B.M.A. Records’ 
first session with JERRY WALLACE, along 
with a very wonderful ard determined pro- 
ducer, Gene Kennedy, we decided that we 
would go into the studio and come out in 
three hours with four ‘'A’’ side records. 
We did just that and we’re proud. 

JERRY wants to thank the writers 
for the really great material furnished. The 
musicians, for such a woncerful performance, 
featuring Phil Baugh on lead guitar. Joe Mills, 
the engineer, for ajob well done end enhanced 
with strings by the great Bill Justis. 

Special thanks goes to GENE KENNEDY, 
our producer, for the fabulous procustion 
that went into creating the most racing, 
enjoyable, and soothing-to- isten-to allem 
that you have ever heard. So ley back ard 
have a wonderful experience and enjoy your 
self with JERRY WALLACE — (Mr. Smooth) 


Ken Sheldon 
B.M.A. President & 
Recording Artist 


Distrituted by World International Group 
22 Music Square West 

Nashville, Tennessee 37203 
(615/256-3351) 
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Butler 


and 
Pearl . 
a\onlele 
On | 
Prayer” 
Tell Your Children : 
He Came A Long Way 
Romans Ten And Nine _ 
Jesus Is The One 

Watch And Pray 

Pale Horse And His Rider 


Give Mother My Crown 


Somebody's Praying For You 







Avenue Of Prayer 
Building On The Sand 
Muddy Sea Of Sin | 
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Tell Your Children 

He Came A Long Way 
Romans Ten And Nine 
Jesus Is The One 

Watch And Pray 

Pale Horse And His Rider 


Give Mother My Crown 
Somebody’s Praying For You 
Avenue Of Prayer 

Building On The Sand 
Muddy Sea Of Sin 
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Left to right: Carl Butler, Pearl Butler, John Bailes, Walter Bailes 


AVENUE OF PRAYER is the fulfillment of a dream that 
Carl and Pearl Butler have long had, namely to do a 
gospel album. For many years, the gospel songs they 
have included in their stage performances have been 
warmly received by audiences all over the United States. 
In this album you will find many of the songs the Butlers 
have sung during their ‘‘road’’ shows. At all of these 
shows they found people who wanted to hear in their own 
homes the songs they had just heard sung. Thus, this 
album is a direct result of audience response. 

If you have followed the Butlers’ career, you know that 
they have done a few gospel songs in previous albums 
but never an entire one devoted exclusively to songs of 
faith. But to enable people to acquire recordings of 
these songs was only one reason for AVENUE OF 
PRAYER. As it happens, in the late 30’s and 40's there 
was a famous singing duo at the Grand Ole Opry known 
as the Bailes Brothers. Their performances made such 
a profound impression on the Butlers that Carl and Pearl 
promised themselves that someday they would record 
the songs they had heard the Bailes Brothers sing. When 
the idea for this album became a reality, Carl and Pearl 
invited Walter and Johnny Bailes to the recording ses- 
sions. They were even more elated when the Bailes 
Brothers not only came to the studio but gave their 
rousing stamp of approval to the resultant performances. 

For the benefit of those who remember the Bailes 
Brothers’ great singing career, here is a brief word 
about their activities. today. | learned from Carl that 
Walter Bailes is an itinerant preacher and makes his 
home in Birmingham, Alabama. Johnny Bailes has be- 
come a business executive and manages a chain of radio 
stations in Georgia. He lives in Swainsboro, Georgia. 

In private life, Carl and Pearl Butler divide their time 
between serious concerns and relaxing hobbies. One of 








their deepest interests is the Salvation Army, for which 
they have done much charitable work. For relaxation, 
they acquire antiques with real collectors’ zeal. Carl is 
proud of his clocks of all sizes, shapes and ages, and 
Pearl boasts a collection of rare dolls and antique dishes 

Where do they live? At ‘‘Crossover Acres,” a twenty- 
seven-acre cattle ranch about twenty miles south of 
Nashville. On it you will find many beautiful black Angus 
cattle in addition to Carl’s stable of quarter horses and 
walking horses. Needless to say, “Crossover Acres 
(which was named after their hit Columbia recording of 
“Don't Let Me Cross Over’) is not only their pride and 
joy but a reflection of their success in reaching the top 
of the ladder in Country music 

Here, then, are Carl Butler and his wife Pearl in an 
album of gospel songs that pays affectionate tribute to 
the Bailes Brothers. Performed in authentic eastern 
Tennessee mountain style, these songs deserve a place 
in the collection of anyone who, like the Butlers, is 
stirred by great Country-gospel music 


Ralph Emery, WSM Radio & TV 
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DON HUNSTEIN 


Manufactured by Columbia Records/CBS, Inc,/51 W, 52 Street, Now York, N.Y 





































Hecho en México y digtribuido por Asoclacion 
ld Be! Bh 


 ™ 


‘Mexicana de Folklore Ayenida de la Fuentes 23 





ANAI SAOCO 
LA LEYENDA 


Cuatro fueron las cortesanas legendarias, que cruzaron el continente americano, forjando ilusiones 
ancestrales a su p 
LA AMALIA BAYOMBE (Amalia BATISTA), eva de cuerpo ligero, mds ligero que la fantasia y se le veia 
desvanecerse de poblado en poblado, y escabullirse de las manos sedientas de sus febriles admiradores. 
AMALIA BAYOMBE... ven AMALIA BAYOMBE... “que tiene esa negra que amarra a loh hombrek”’. 
LA MARIA CUMBE, Aun la rvecuerdan en muchos poblados de la América Hispana y aun le cantan, 
perseguidos por recuerdos antiguos en el son del “‘maracumbe” (el rey de todos los sones). 

LA JUANITA MOREY. Esta negra se vecuerda poco, solo en poblaciones alejadas, de frovtera. 

Poco se dio a conocer esta mulata, porque cuentan que ademas de su belleza, embrujaba a la gente 
con la palabra y no muchos le entendian, solo almas selectas que llegaron a entender las enovmes 
resonancias de su imponente versar. 


Y:ANAI SAOGO... me vuelve loco... a su paso salian de las chozas, 
viudos, solteros, casados, abandonados, ninos, viejos, adolescentes. 
adultos, cojos, tuertos y hasta ciegos pedian jtan solo ver el esbelto 
talle!, jlas prodigiosas redondeces! y la dulcisima mirada! 

Que me iluminen sus ojos hechiceros! 

Que guien mi camino aunque sea la perdicion! 

ANAI SAOCO... me vuelve loco... 


ANAT SAOCO 

THE LEGEND 

There were four legendary courtesans that crossed Latin America, 
creating ancestral ilussions as they passed. 

AMALIA BAYOMBE (or Amalia Batista). Her figure was slender 
and light, lighter than fantasy and you would see her vanishing 
from village to village and escape from the feverish, languishing 
thirsty hand of her many admirors. 

AMALIA BAYOMBE... come AMALIA BAYOMBE... que tiene esa 
negra —what is it that she has— que amarra a loh hombreh —that 
ties man to her... 

MARIA CUMBE. Is still remembered in many Spanish American 
towns and they still sing to her pursued by ancient memories in 
the sound of the ‘““maracumbe” (the king of all sones). 

JUANITA MOREY.. This black woman is remembered little, only 
in village far from the borders. Little did people get to know 
this woman. for her it is said that in addition to her beauty, she 
bewitched people with her speech and few understood her, only 
chosen spirits who reached an understainding of the huge 
resonance of her majestic verse. 

AND ANAI SAOCO.. maddnes me... widowers, single, and married 
mar., abandoned soulas, children, old folk, adolescents, adults, the 
lume. the strong and even the blind, left their huts at the sound of 
her passing, asking only to see the slender waist, the graceful 
roundnesses and he sweetest of looks. 

May her enchantress eyes illuminate me! may they be a light on 

my path! although it be to eternal damnation. 

ANAT SAOCO.. maddnes my... 











Lado | 


Anai faoco 


(DAR 3:56/ 


Cuba y mi son 


(DAR 4:22) 


Juanita Morey 


DAR 5.04 


Urted abuso 


DAR 5:06 


Lado2 


EI Mesias 
DAR 5:24 
‘Buscando 
ambiente 
OAR Bch? 
Si pudiera 
DAR 4:10 
Arrepientete 
DAR 3:44 


CONJUNTU TITO CHICOMA 
“CANTA VICTOR HUGO 
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SUSANA YAMEL 25-B. Lieberman 


Do you hear, Susana Yamel? 
do you hear the rush 

of horses and memories 

that surge at me 

from that first, great moment 
many, many, years ago | 


/ saw you 

you were allready gazing 

| sang 

you were allready singing 

/ adored 

You heartened me} 

What a grand first moment | 
what a first moment that was | 
what a primeval moment | 


As with our gazes only 
You spilled over spontaneus /ife } 
roses, lilies, and carnations | 


What will be if in other centuries 
our fingers, our lips 

graze and touch | 

what orchids, what jasmines | 
what golden poppies 

what tulips, what gardenias | 
what Susanas, what Yamelias | 


SUSANA YAMEL 25 B. Lieberman 


Oyes Susana Yamel? 

oyes e/ tropel? 

de caballos y recuerdos | 

que me brotan desde aquel, 
aque! primer gran momento 

de hace muchos, muchos afios | 


Yo tevi 

ya me mirabas | 
Te canté 

ya me cantabas | 
Te adoré 

ya me animabas | 


Que primer gran momento | 
que momento tan primero J 
que momento primigenio | 
que con solo las miradas 
vida espontanea brotabas 
rosas, lirios y claveles | 


Que sera si en otros siglos 

se rozaran y tocaran 

nuestros dedos, nuestros /abios | 

que orquideas, que jazmines | 

que doradas amapolas, 

que alhelies, que gardenias | 

que Susanas, que Yamelias | Barujo 
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L’origine du Prélude remonte assez loin dans le 
temps puisqu’on en trouve déja au début du 
XVI siécle en maniére d’introduction ala suite 
instrumentale. Peu a peu le prélude prend 
forme autour dun théme ou d’un rythme pour 
s’incorporer 4 oeuvre qu’il annonce, sans tou- 
tefois perdre son caractére de libre improvisa- 
tion méme s'il atteint des dimensions plus vas- 
tes. Déja au temps de Jean-Sébastien Bach, il 
avait connu une large évolution, chez les musi- 
ciens francais d’abord et méme, en Allemagne 
notamment, il avait été introduit dans la musi- 
que religieuse pour inviter les fidéles au recueil- 
lement. Pourtant, aucun compositeur ne lui 
avail donné ’importance et la signification que 
nous trouvons avec Jean-Sébastien Bach ; avec 
lui, le prélude devient une ceuvre savante, por- 
teuse de message d’une richesse et d’une origi- 
nalité constamment renouvelées; les Préludes 
et fugues du Clavier bien tempéré demeurent 
un modéle inégalé qui a souvent inspiré ses suc- 
cesseurs. Chopin fut ’'un de ses plus fervents 
admirateurs avec Mendelssohn et nous 
conserve jusque dans le romantisme l’indépen- 
dance premiére en des piéces bréves, parfois 
descriptives, qui (raduisent le plus souvent une 
méditation intime ou sentimentale. Une nou- 
velle étape est franchie avec Fauré puis 
Debussy qui atteignent au coeur méme de la 
musique. 

Il semble d’ailleurs que depuis le XIX¢ siécle le 
Prélude, d’abord par son caractére, la liberté 
qu’il laisse au compositeur et ensuite en raison 
de la fascination qu’exerce la perfection de la 
musique de Bach, il semble dis-je, que le Pré- 
lude soit un pG6le d’attraction indiscutable, 
Serge Rachmaninov n’y a pas échappé et nous 
pouvons penser qu’il a choisi trois modéles 
parmi tant d’autres : Bach pour la perfection de 
Pécriture, Chopin pour la qualité musicale, 
Debussy pour Voriginalité de inspiration. 
Rachmaninov qui ful un immense pianiste, 
trouvait dans le prélude ce qui correspondait a 
son (empérament et tout d’abord un cadre 4 sa 
mesure par sa souplesse méme. 

Dans l’op. 23, le Premier Prélude est marqué 
d’une pensée profonde qui semble évoluer 
dans un climat de méditation sombre ; la musi- 
que est voilée d’une tristesse qui s’exprime avec 
pudeur. Le N° 2 en si bémol majeur contraste 
Gonnamment; c’est un Scherzo souvent 
nommé “‘le révolutionnaire’”’ en raison de sa 
véhémence qui n’est pas sans parenté avec 
I’Etude de Chopin, un compositeur qu’il admi- 
rail (out particuliérement ; n’était-il pas comme 
lui un puissant mélodiste ? Partition remarqua- 
ble dont la partie médiane comprend une 
séquence lyrique ou l'on pergoil la sensibilité 
frémissante du musicien. Le 4° Prélude est un 
Andante Cantable 4 3/4 ou la musique essaye 
et réussit un duo racé, noble et majestueux, et 
combien expressif ! C’est la un des points mar- 
quants de Rachmaninoy, sa réussite dans le 
choix des sonorités, si parfaitement en harmo- 
nie avee ce qu’il veut évoquer: un exemple 
dintime émotion, La siireté de touche du 5¢ 


























FACE A 
PRELUDES POUR PIANO OP. 23 
1) N°LEN FA DIESE MINEUR, 3'51 
LARGO 
2) N°2 EN SI BEMOL MAJEUR, 3°25 
MAESTOSO 
3) N°4 EN RE MAJEUR, 411 
ANDANTE CANTABILE 
4) N°S5 EN SOL MINEUR, 3°44 
ALLA MARCIA 
5) N°7 EN UT MINEUR, 2°23 
ALLEGRO 
6) N°8 EN LA BEMOL MAJEUR, 3°05 
ALLEGRO VIVACE 


FACE B 
PRELUDES POUR PIANO OP. 32 
1) N°1 EN UT MAJEUR, ll 
ALLEGRO VIVACE 
2) N°2 EN SI BEMOL MINEUR, 3°01 
ALLEGRETTO 
3) N°6 EN FA MINEUR, 1°17 
ALLEGRO APPASSIONATO 
4) N°7 EN FA MAJEUR, 2°10 
f MODERATO 
5) N°9 EN LA MAJEUR, 2°33 
ALLEGRO MODERATO 
6) N°10 EN SI MINEUR, 5°21 
LENTO 
7) N°12 EN SOL DIESE MINEUR, 2°17 
ALLEGRO 
SVIATOSLAV RICHTER, PIANO 


ENREGISTRE A SALZBOURC 1971 
ILLUSTRATION RECTO: HENRI GALERON 
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Prélude en sol mineur, Alla marcia, nous 
frappe et nous entraine, prend sur nous une 
puissance presque angoissante, 4 l'image de 
cette péremptoire marche, si élonnamment 
scandée : ses notes impérieuses nous subjugent 
tellement que nous oublions vile l’interméde 
mélodique médian, et sa conclusion est étran- 
gement impressionnante. Le 7¢ Prélude est un 
Allegro 4 la trame serrée mais dont la finesse 
d’écriture semble venir d’un seul jet, dans une 
musique ou la science et l’inspiration voisinent 
sans jamais se heurter, une des qualités essen- 
tielles de la musique. Le 8¢ Prélude est un Alle- 
gro vivace ow persiste influence de Chopin 
autant dans le caractére de la mélodie que dans 
le balancement de la phrase. 
Sept années séparent les Préludes de l’op. 23 de 
ceux de l’op. 32, sept années pendant lesquelles 
virent le jour la 2¢ Symphonie, I’ Ile des morts, 
la premiére Sonate pour piano et le 3* Concerto 
pour piano; et la seule année 1910 paraitra, 
outre Pop. 32. la Liturgie de Saint-Jean 
Chrysostome et Les Carillons, vaste poéme 
symphonique. 
Il est indiscutable qu’une évolution s’est pro- 
duite chez Rachmaninov, dans l’écriture plus 
que dans l’esprit. Sa musique s’enrichit dans un 
contrepoint plus serré et une harmonie plus 
recherchée. Le premier prélude de l’op. 32, un 
Allegro vivace alla breva, est un exemple de cet 
enrichissement qui s’accompagne ici de singu- 
liéres hardiesses. Le 2° Prélude nous fait décou- 
vrir une merveilleuse floraison sonore, une 
musique de caractére pastoral entrecoupée de 
traits furtifs venus de loin semble-t-il, et por- 
tant en eux les fantasmes de I’Ame slave. Le 6* 
Prélude Allegretto appassionato, montre une 
écriture (rés dense qui ne se relache pas et dont 
la puissance expressive n’a dégale que la virtuo- 
sité technique. Le 7° Prélude, moderato alla 
breva, se distingue par une étonnante recherche 
de la sonorité dans une palette délicate ; la pen- 
sée elle-méme se voile de pudeur et temoigne un 
court instant seulement de la passion qui la 
marque. Le 9° Prélude, Allegro moderato, 
s’épanouit calmement dans la plénitude d’un 
bonheur tangible, marqué de spiritualité, 4 
Pexception d’un court passage teinté d’exalta- 
tion. Le 10° Prélude. Lento, mérite tous les suf- 
frages ; la richesse des accords, habilité du tra- 
vail thématique lui confére une perfection qui 
ne serait rien si le message exprimé ne nous 
alleignait au plus profond de nous-méme. Le 
12° Prélude, en sol diése mineur, est marqué 
dune mélodie d’une belle envolée parcourant 
Pétendue du clavier tout en demeurant sous 
langle d'un sentiment intense. 
Les Préludes de Rachmaninov sont des parti- 
tions dune trés grande difficulté technique : de 
plus, la profondeur de la pensée exige une 
étude poussée et des sonorités savamment tra- 
vaillées pour que les phrases trouvent leur juste 
épanouissement. Mais alors, ce sont des pages 
que lon ne se lasse pas d’entendre et de réen- 
tendre. 

' Serge BERTHOUMIEUX, 
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Side | Side II 

1 Tarde Azul 3:03 1 Filippo 2:56 

2 Manzanares 3:06 2  BlueCrinoline 3:07 

ARTISTR 3 Serenata Sevillana 3:00 3  Crepuscule 3:06 

4  Guitarresque 3:00 4 Somnambula 2:56 

5 Tempeltanz 3:26 5 Medina 2:56 
ERI fe FERGI L 6 Toros 3:10 6 Ikarios 2:55 

7 Noches 3:10 7 My Drum — 3:03 


All Compositions by Erich Ferstl 


All compositions published by General Music Publishing Co., Inc., New York, N.Y. (ASCAP) 





Erich Ferstl writes about himself: 


Born 1934 Munich. At the age of six | began to take piano 
lessons, three years later, violin lessons. At the age of twelve | 
began to study composition (theory of harmony, counter-point, 
accidence). This continued for seven years during which time |, 
of course, continued my instrumental studies as well as my non- 
musical studies. At the end of that period | was graduated. from 
the High School for Humanistic Studies in Munich. 


After another year of studying conducting and another ‘‘wander- 
jahr’’, | began to play guitar and to occupy myself with jazz and 
latin-American music. | became a musician in the studios. But 
soon | received commissions from some of the important or- 
chestras in Germany: the symphonic orchestras of the radio 
stations in Munich, Frankfurt, Cologne, Berlin and of the opera 
in Munich. With these orchestras | gave many concerts playing 
guitar and piano. On the occasion of festivals in Frankfurt and 
Bled (Yugoslavia) | have performed as jazz pianist; but on 
other occasions | have performed the ‘‘Concerto for Guitar 
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in C Major” by Antonio Vivaldi and the chamber music of Hans 
Werner Henze. 


Apart from my personal appearances, | have been occupied 
both with composition and with literary work which ranges from 
short stories and radio plays to a novel | am working on now. 
| have written numerous compositions for guitar and strings, 
quite a number of works for piano and a great deal of music for 
television plays. Also my ‘‘School of Jazz'’ and ‘‘School for 
Guitar’’ have become quite standard pedagogical works in 
Germany. 


| made the recordings of the present compositions for several 
guitars by myself (playback), investigating the possibilities of 
the guitar as far as possible. | did, however, not employ any 
technical tricks (as, for instance, double speed, shutter, etc.). 
The pieces may thus be played by several guitarists ‘‘live’’. On 
some of the works | have employed additional instruments, that 
is, flute (alto flute), bass and drums. ‘‘My Drum’’ is, however, 
played only with guitar. 


— 





JERRITT & MORGAN, Inc. 
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- 1, DIM LIGHTS, THICK SMOKE (And Loud, 
[ Loud Music) 4:15 -J. Maphis - M. Fidler - R. Lee- 
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2. RAINBOW 3:05 -J. Dawson- 
3. CALIFORNIA DAY 2:40 -D. Torbert- . : 
— 4, SWEET LOVIN’ ONE 2:30 -J. Dawson- y; cae 
ps 5. LOCHINVAR 3:33 -J. Dawson- 


OO) ; SB. DON TE NEED NO DOGTOR 4:47 y | COy 
= Ts -N. Ashford - V. Simpson - J. Armstead- <S 
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1. CONTRACT 3:10 -D. Torbert- 
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- ® 1972 CBS, Inc. 


2. RUNNIN’ BACK TO YOU 4:12 -J. Dawson- 
3. HELLO MARY LOU (Goodbye Heart) 2:58 
Y -G. Pitney - C. Mangiaracina- 

Al ~ 4. DUNCAN AND BRADY (Based on atradi- — 


——— 


TA tional melody) 5:23 -J. Koerner- vA CA 
A 5. WILLIE AND THE HAND JIVE 6:21 | < (YO 
os -J. Otis- ee ~ 
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Side Two 21:34 


MICHAEL COONEY 
SINGER OF OLD SONGS 





1. Song-Story Involving 


Parson Brown 


as . Greenland Whale Fishers 4:00 
| . In The Jailhouse Now 3:45 
. Man In The Mask 2:23 
Th . Nine Miles From Gundagai 2:23 
. Been All Around 
This World 3:06 
SUMMER EUIN = 67. Thyme = 3:57 
RD WORMER ROAD | (®) 1976 Andy’s Front Hall 
VOORHEESVILLE.NY 
PALL 
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AB B ah74 oy 
(AB. 4174 SA) al 


\@ 1978 Arista 
| Records, Inc. 





GENE PAGE 
CLOSE ENCOUNTERS 


. CLOSE ENCOUNTERS OF THE THIRD KIND (4:18) / 
@lolalamsdliitelaas) 
. THEME FROM “STAR TREK” (3:22) 
(Alexander Courage) 
Om Km @ Ga )| 
(John. Williams) | 
. MOONGLOW AND LOVE THEME (5:04) 
(Hudson, DeLange, Mills) (G: Duning) 
. DANCIN’ IN THE SKY (4:50) 
(Gene Page) 
PRODUCED BY BILLY PAGE AND GENE PAGE 
“Unauthorized duplication is a violation 
of applicable laws.” 
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“ 7% 3373 RPM 
| GENE PAGE 
CLOSE ENCOUNTERS 


1. | FEEL LIKE I’VE BEEN LIVIN’ 
(ON THE DARK SIDE OF THE MOON) (4:45) 
GtelatelieM=t-).<-10) : 


2. BEYOND THE HOLE IN SPACE (3:28) 


_ (Gene Page) 

3. WHEN YOU WISH UPON A STAR (3:47) 
(Washington-Harline) 

4. SHO’ LIKE TO RIDE ON YOUR STAR fe X)) 
(LaMont Dozier, Gene Page) 

5. SATURN (4:45) 
(Stevie Wonder & Michael Sembello) 

PRODUCED BY BILLY PAGE AND GENE PAGE 
“Unauthorized duplication is a violation 
of applicable laws.” 










EKL-315--A 
TJ SIDE ONE 
BUTTERFIELD BLUES BAND 
EAST-WEST 


- WALKIN’ BLUES 3:15 


. GET OUT OF MY LIFE, WOMAN 
(A. Toussaint, Marsaint Music BMI) 3:13 


. | GOT A MIND TO GIVE UP LIVING 4:57 
. ALL THESE BLUES 2:18 

. WORK SONG (N. Adderly, Upam Music BMI) 7:53 
Recording first published August 1966 
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BUTTERFIELD BLUES BAND 


. MARY, MARY 2:48 

. TWO TRAINS RUNNING 3:50 

. NEVER SAY NO 2:57 

. EAST-WEST (M. Bloomfield-N. Gravenites, 


EKL-315-3 
¢ SIDE TWO 









EAST-WEST 


Milkman Chivalree BMI) 13:10 
Recording first published August 1966 
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O. C. SMITH 
/ HICKORY HOLLER REVISITED 


(5 9680 @ SIDE 2 } 


XSM_ 136796 





1. LITTLE GREEN APPLES -B. Russell- 
2. TAKE TIME TO KNOW HER -S. Davis- | 
3. HONEY (I Miss You) -B. Russell- 
4. THE BEST MAN -J. Fuller- q 
- 5. SEVEN DAYS -F. Moore N 
- R. Karol - C. McGeehan- 
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EER. RPM — . | Made in U.S./ 
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\ 1. QUEEN ELIZABETH’S GALLIARD ; 
2 2. LACHRIMAE. ANTIQUAE PAVAN ? r 
% 3. MRS. WHITE’S NOTHINGE ~ j xs 
%, 4, MRS. VAUX’S GIGGE 4 2 
ei 5. FAREWELL (A FANCY) i ¢ 
ag 6. ORLANDO SLEEPETH =. e 
ey | 7. FANTASIA : k ae 
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. THE KING OF DENMARK’S GALLIARD | 

. MELANCHOLY GALLIARD =, / 

. MY LADYE HUNSDON’S PUFFE ae 

. SEMPER DOWLAND, SEMPER DOLENS _,/ 

5. AN UNNAMED PIECE ays 

\* 6, SIR HENRY UMPTON’S FUNERALL .* x 
“<7. FORLORNE HOPE FANCY ; S 


‘g aS Side 2 
x 3 Made in U.S. 


JULIAN BREAM- Lute ge 
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RAY CHARLES. 4 
MODERN SOUNDS IN, 
_COUNTRY. “AND. based MUSIC | 
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ht aaa eae 2. YOU DON'T KNOW ME. 
\ (CG. Walker-&. eran 


8. HALEAS MOCH-' 





vt (Se Williams): {3 sei ‘ Ra gE 2a = Tl 
ot Ne 4, 1 LOVE YOU sO. MUCH it HURTS. ‘i TSE eat 
We a {F. Tillman) Sean ¢ :33) 3 ee 

>  §. JUST A LITTLE LOVIN' arnt fete $ < 

%& .  (ZeClements-E, Arnold) (3:28) Sere 
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Ray. ‘CHARLES: 
- MODERN SOUNDS IN. 


_COUNTRY AND. a bentesoiae AUSIC 


eu) Wonka nos ee 


 RESAP LL FREQUENCY STEREO. 
oo 5.9068 

| AS v0468) 

Heald ae 





(J. Davis-T. Daffan ) AQ ai - t s hanes 


ar MARES NO DIFFERENCE Now 3 
os) (J. Davis-B. Tilman) ee) (3:30 ) 
3. YOU WIN AGAIN | 


(AH. Williams). Tae, (3:29) RAP EE ia 


- @ CARELESS LOVE af. PPR) hou << 


5. PCAN'T: STOP LOVING you 


%% 
| “Uy, aul 


(Ray Charles) | : HONG Gs: 56) yp 
, ati way 
(D. Gibsoui) : (fae es en 


6. HEY, GOOD. LOOKIN’ cen 
(H. Williams) ” ee uae fet (2: pate 
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\~ COPLAND 
| FOUR DANCE EPISODES» 
' / FROM “RODEO” 


ML 5575 gZ SIDE 
|| NONBREAKABLE WS CU(xLp’506113) 


& _ } 
, . 4 


NEW YORK PHILHARMONIC 
LEONARD BERNSTEIN, Conductor 
1. | - Buckaroo Holiday 
2. Il Corral Nocturne 
3. Ill - Saturday Night Waltz oe 
“ 4 IV - Hoe-Down | ae 
~ oe . 


\a 
4. ; wr 
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COPLAND 


BILLY THE KID 
(Ballet Suite) 


Zz 
| 
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NEW YORK PHILHARMONIC 
LEONARD BERNSTEIN, Conductor 


Introduction 
The Open Prairie (Lento Maestoso) 


Scene 1a: Street in a Frontier Town . 
(Moderato) o» 


ML 5575 


SIDE ? 
NONBREAKABLE 


(x“Lp” 50614) 
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ERy, S RE 
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Side A Stereo 


APL1-0733-A 





Rory Block 





1 Lovin’ of Your Life 3:48 


2 Let Bygones Be Bygones 4:47 
3 What Do You Do with a Memory .4:41 
4 Spiritual 2:37 













(Rory Block) 


TM(s) ® RCA CORP —MADE INUSA 
@ 1975 RCA RECORDS 


me ) BY BECCA el 
Pe ere wit OS 4 
“ost - ly oe 


VL 73860 | 


OME IC 


SEND FOR ME 


EARL GRANT 


7-11834 — 





(1, THE NEARNESS OF YOU (3:08-AS) 
2. THE NEXT TIME YOU SEE ME (3:01-BMI) 
3. MALAGUENA (4:14-BMi) 
4. THE JAPANESE FAREWELL SONG (3:06-AS) 


. 5. HONKY TONK (3:10-BMi) 











mS SEND FOR ita G “e 
= EARL GRANT a 
a 
* 1. SEND FOR ME (2:54-BMl) : 
‘e 2. BLUE STAR (3:37-AS) 5 





Os “sn wD OF BECCA reconns. ; i 


ne 5, MIDNIGHT EARL (3:04-AS) 


CA Lic, 






3. DREAM (2:32-AS) 
4. SINCE I FELL FOR YOU (2:56-AS) 








LADO 1 STEREO 


CAS-3332 


(ZAHY-3475) 
AGADU -COMAR-SADAIC 
ART. 79 Made in. Uruguay 


“LO MEJOR DE 
LOS IRACUNDOS” 


1. PUERTO MONTT 
(E. Franco-C. Valdez) 


2. EL TRIUNFADOR 
(E. Franco-C. Valdez-P. Laforte) 


CHIQUILINA ® 
(E. Franco-C. Valdez) 

VA CAYENDO UNA LAGRIMA (Surf) 

(E. Franco-C. Valdez-Momy) 

. ES LA LLUVIA QUE CAE (E’ la pioggia 

che va) Mogol-B. Lind V. Cast.: Franco) 
FELICIDAD, FELICIDAD (Felicita, Fe- 
licita) (Rickygianco-Pieretti) f 


LOS IRACUNDOS (x) 


(x) Intérprete 
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LADO 2. STEREO 


CAS-3332 


(ZAHY-3476) 
AGADU -COMAR-SADAIC 
ART. 79 Made in Uruguay 


“LO MEJOR DE 





LOS IRACUNDOS"” 


“1. HACE FRIO YA (Ma che freddo fa) 
(F. Migliacci-C. Mattone) 


2. LA LLUVIA TERMINO 
(E. Franco-C. Valdez) 

















3. SOY UN MAMARRACHO ® 
(E. Franco-C. Valdez-Momy) 


4. MARIONETAS DE CARTON 
(E. Franco-C. Valdez-Momy) 


: CALLA (Beguine) (Cadel) 
LA JUVENTUD (E. Franco-C. Valdez) 
o 
LOS IRACUNDOS (x) 7 
(x) Intérprete ¢ 
4. Con Jorge Calandrelli y su Orquesta 
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Original Music to the Film 





‘LOUISIANE 
CLAUDE BOLLING 
FM 39353 SIDE 1 
STEREO AL 39353 
® 1984 CBS Inc. 





















1, LOUISIANA WALTZ (Lyrics: Félix Landau) 5:05 
Vocal: Dee Dee Bridgewater (SDRM) 

2. DIXIE-LAND 3:15 (Trad./Arr. Claude Bolling) (SDRM) 
3. FREEDOM (Lyrics: Valerian Smith) 2:43 with the 
Baton Rouge Community Chorus (SDRM) 

4. QUADRILLE 2:17 (SDRM) 

5. VIRGINIE de VIGORS 2:50 (SDRM) 


VIRGINIE CONCERTO 
Fortepiano: Blandine Verlet 
6. Part 1: (Ingenue) 2:58 (SDRM) 
7. Part 2: (Romantique et grave) 3:12 
(SDRM) 
8. Part 3: (Maitresse de Bagatelle) 
2:38 (SDRM) 





"LOUISIANE 













CLAUDE BOLLING 
FM 39353 SIDE 2 
STEREO BL 39353 
® 1984 CBS Inc. 
















1. OLD NEW ORLEANS 4:45 (SDRM) 


2. LOUISIANE 2:43 Alto sax solo: Pierre Gossez (SDRM) 
3. COTTON BALLS (Lyrics: Valerian Smith) 2:35 with 
the Baton Rouge Community Chorus (SDRM) 
4. VIRGINIE-DANDRIDGE 2:54 (SDRM) 
‘ 5. BRENT (Chasse a l'homme) 3:08 (SDRM) 
\ 6. DRAMA 3:25 (SDRM) 
7. FINAL DIXIE-LAND 1:44 (Trad./Arr. 
Claude Bolling) (SDRM) 
8. LOUISIANA WALTZ (Lyrics: Félix Landau) 
3:50 Vocal: Dee Dee Bridgewater 
(SDRM) 





MUSICA TIPICA NAVIDENA 






CON LUIS GONZALEZ 





STEREO 


L.P.s 152 sg LADO A 


1—-CHICHARRON CON NAME (Chucho Ortiz) 
2—LA NAPA (R. L. Otero) 

3—ANO 74 (Miguel Gonzdlez 
4—039 (D.R.) 

5—TRISTE NAVIDAD (Luis Gonzalez) 
6—PRANGANA (R. L. Otero) 














MUSICA TIPICA NAVIDENA 


CON LUIS GONZALEZ 


} 
J 


1—-NI GASOLINA NI ARROZ (Angel Carrasquillo) 
2——EL CHIQUI CHA (Luis Gonzalez) 

3—LA MUJER CELOSA (George Rodriguez) 
4—-LA LECHONA BAILADORA (Miguel Gonzalez) 
5—CANDELA (R. L. Otero) 

6—TE LA PROMETIMOS (Angel Luis Garcia) 





sae JAMES BIGNON & DELIVERANCE 
oe ‘HOW EXCELLENT IS THY NAME’”’ 
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1. ANYBODY HERE. 3:18 
2. HE;SeAEL | NEED 4:26 
3. SO GOOD ‘4:31 
4. JOY LIKE A.RIVER 4:05 
(All Songs by James Bignon, Freeman and Co. 
Music Pub., Bignon Pub. Co./SESAC) wi” 
® © 1990 Atlanta International RS 
Record Company, Inc. As 


aw @* 
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JAMES BIGNON & DELIVERANCE 
“HOW EXCELLENT IS THY NAME’’ 


ym SIDEB j e Vel AIR 1014 


DIDO GEER Sih 
i he ee ns 
Pirsig te Rayo 


eae Swe 
N ait j 
ne 8 
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- Pe 


1..HHOW EXCELLENT IS THYeNAME = 3:30 
2. HE’LL WORK"IT.OUT.FOR YOU 4:09 
3. JESUS, WILL CARRY. YOU THROUGH® (4:48 
4. PVE GOT THE®VICTORY... 3:26 


(All Songs by James Bignon, Freeman and Co. 
Music Pub., Bignon Pub. Co./SESAC) 


WO" 

‘Y 

® © 1990 Atlanta International we 
Record Company, Inc. A. 
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a SAMPLER ‘ 
PROMOTION ONLY - NOT FOR SALE 


1. MAYBELLENE/CHUCK BERRY (C. Berry -R. Fratto - A. Freed) 
Arc Music (BMI) 2:20 


CH 333 33/3 RPM 
(CH 333-A 19) / SIDE A 


2. LITTLE QUEENIE/CHUCK BERRY (C. Berry) 2:40 
Arc Music (BMI) 
3. ROCKIN’ DADDY/HOWLIN’ WOLF (C. Burnett) 3:40 
Arc Music (BMI) 
4. I’M READY/MUDDY WATERS (W. Dixon) 3:35 

Arc Music (BMI) 

5. SHE’S MINE, SHE’S FINE/BO DIDDLEY re) 

(E. McDaniel) Arc Music (BMI) 2:42 . 

Y 6. EVIL/HOWLIN’ WOLF (C. Burnett) 

Arc Music (BMI) 3:01 
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és SAMPLER 
* PROMOTION ONLY - NOT FOR SALE 


1. OH WHAT A NIGHT! /THE DELLS (Junior & Funches) 
Conrad Music(BMI) 3:59 
2. GIVE YOUR BABY A STANDING OVATION/THE DELLS 
(M. Johnson-H. Williams) Conquistador Music (ASCAP) 4:13 


CH 333 e 33% RPM 
(CH 333-B 19) 


SIDE B 


3. PRECIOUS LORD, Part2/ARETHA FRANKLIN 
(Thomas A. Dorsey) Voice of A Psalm Music (BMI) 2:50 
4. WHILE THE BLOOD RUNS WARM/ARETHA FRANKLIN 
(P.D.) Arc Music (BMI) 3:02 
5. MY LOVE HAS BUTTERFLY WINGS/ 
JOHN KLEMMER (John Klemmer) 
Remojh Music (BMI) 3:50 
6. SOLILOQUY FOR TENOR AND VOICE/ 
JOHN KLEMMER (John Klemmer) 
is Remojh Music (BMI) 1:37 
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_» ~ 108 CUMBANCHEEROS 
7 PEDRO MAICAN CON LOS 
CUMBANCHEROS \ 









| IV — 2053 Lado UNO 


¢ 
‘* = 


\\ 1 — NO TE GUSTA NADA (Tata Guerra) 
\ 2 — LA LECHUZA (Cuco Valoy) 
\ 3 — LAS MARACAS (M. Matamoros) — 
4 — TIC TAC (D. en D.) i. 
\ 5 — ROSA (D. en D.) 
\._ Es una Grabacion Original de 


Gr iciones Mundiales, C. A. (P) 198) 


















“£08 CUMBANCHEROS 
PEDRO MAICAN CON LOS 


CUMBANCHEROS \ 


\\ 
V — 2053 Lado DOS) 


: — COMO UN PERRO (Tata Guerra) 
\ 2 — PORQUE PASARON (Cuco Valoy) 
3 — POR QUE NEGARLO (D. en D.) 
| 4 — MENTIRAS SON (D. en D.) 
‘\ 4 = A UD. QUE LE IMPORTA (D. en D.) 
Es una Grabacion Original de 


Grabaciones Mundiales, C. A. (P) 198t 


ene 















A BAILAR CON LOS 


GUACHARACOS 
seCOLOMBIA 


\ ESTEREO 
CD 
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®) 1984 FABRICA DE DISCOS 2 
PEERLESS, 
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S)A. DEC. . 
LPPU-10115 


1.-EL CAFETERO (Henry Nelson y M. Loubet) 2.-CUMBIA SABROSA (Bernardo Blanco) 
3.-CUMBIA CARIBE (Lucho Campillo) 4.-LA CUMBIA ES UNA MUJER (Orlando 
Pefiaranda) 5.-LUCY ABUCHAIBE (Rafael Machuca) 6.-LA CUMBIA DEL SR. 
VELA (Senén Palacios) 7.-~CON UN CLAVELITO (Loubet-Casteilon-Cabrera) 
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~ © 1984 FABRICA DE DISCOS B 4 
m PEERLESS, D 
2 S. A-DEC-V. 7 | | < 
® } LPPU-10115. «= 
¢ 2 
5 é 2 
3 8 
9 "7 2 
: .©) 
1.-EL LLANTO DEL PESCADOR (Alberto Ramirez) 2.-POR LA MADRUGA (F. Mayo) ss 
3.-LA NOVIA DE LOS KISS (H. Nelson y M. Loubet) 4.-CUMBIA DEL CLARINETE < 


(Abraham Gonzalez) 5.-DISCULPAME (Alejandro Jaen) 6.-CUMBIA MIA (D. Lopez) 
% 7.-JUAN VALDEZ -La Segunda del Cafetero- (Senén Palacios) 
¢ 













January 1979 Sampler 


Side A Stereo 
DJL2-3272-1-A 


1 Downhill Stuff 3:33 John Denver-AQL1-3075 

2 What's on Your Mind 4:26 John Denver-AQL1-3075 

3 Johnny B. Goode 3:04 John Denver-AQL1-3075 

4 Get Up 3:41 Evie Sands-AFL1-2943 

5 Keep My Love Light Burnin’ 3:26 Evie Sands- 
AFL1-2943 












NOT FOR SALE 


TM(s) @ RCA CORP.—MADE IN U.S.A. 










January 1979 Sampler 
¢ Side B Stereo 
7 DJL2-3272-1-B 


1 Future Gonna Get You 3:50 Enchantment- 
BXL1-3269 

21 WANNA BOOGIE 3:48 Enchantment-BXL1-3269 

3 Music Box 7:00 Evelyn “CHAMPAGNE” King- 
AFL1-3033 

4 Let's Start All Over Again 4:33 
Evelyn ‘‘CHAMPAGNE” King-AFL1-3033 







NOT FOR SALE 


TM(8) ® RCA CORP.—MADE IN U.S.A. 









January 1979 Sampler 


Side C Stereo 
DJL2-3272-2-C 


1 My: Guns Are. Loaded 3:30 Bonnie Tyler-AFL1-3072 
2 Baby | Just Love You 3:00 Bonnie Tyler-AFL1-3072 
3 Louisiana Rain 4:27 Bonnie Tyler AFL1-3072 

4 Have A Good Day 3:30 Max Demian-AF L1-3273 

5 High School Star 4:30 Max Demian-AF L1-3273 





NOT FOR SALE 





TM(s) @® RCA CORP.—MADE IN U.S.A. 






NOT FOR SALE 





January 1979 Sampler 


Side D Stereo 
DJL2-3272-2-D 


1 Laissez Faire 5:37 Gichy Dan-AFL1-2938 

2 Lady From The Caribbean 5:09 Gichy Dan- 
AFL1-2938 

3 You Can’t Keep A Good Man Down 6:37 
Gichy Dan-AFL1-2938 





TM(s) ® RCA CORP.—MADE IN U.S.A 





CARLTON COON - JOE SANDERS 
ORIGINAL NIGHTHAWK ORCHESTRA 
Volume Three: “BLAZIN” (1927-1928) 


1. HALLUCINATIONS (Instrumental 

2. STAY OUT OF THE SOUTH 

3. IS SHE MY GIRL FRIEND? 

4. READY FOR THE RIVER 

5. OH! YOU HAVE NO IDEA 

6. TOO BUSY! 

7. BLAZIN (Instrumenta) Re) 
8. DOWN WHERE THE SUN GOES DOWN » 
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CARLTON COON - JOE SANDERS 
ORIGINAL NIGHTHAWK ORCHESTRA 
Volume Three: “BLAZIN” (1927-1928) 


3. HALLUCINATIONS (Instrumenta) 

4. SKINNER’S SOCK (Instrumental 

5. MY SUPPRESSED DESIRE 

6. WHAT A GIRL! WHAT A NIGHT! 

7. SMILIN’ SKIES 

8. HERE COMES MY BALL AND CHAIN 
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FMM RECORDS 


y Jt tS 


JOSE OCTAVIO 
Con Los Nietos 


< : S\ FY anon obi rao 
SIDE A a eed 1988 RMM RECORDS 
4 
i 


RMMLP-1670 ¢. “Now York, NY T0019 
33 1/3 RPM 3 


York, NY 10019 
i UNA VIEJA CANCION 4:01 


(212) 54 1- 795 
CURRI-DALLA/EMMANUEL) 


2. AMOR QUE MATA 3:39 


(ALVARO TORRES) 


3. MI COMPLICE 3:47 


(JOAN SEBASTIAN) 


4.ADICTO 3:41 


(ALVARO TORRES) 


Productor Elecutivo: Ralph Mercad + Productor: Chery Jmenez 
Arregiog: Sonny Ovalle + Estudio de Grabacion: EMC As 
Mezcia: July Ruiz, Sammy Velssquez, Santago Velaz 





RMM RECORDS 





JOSE OCTAVIO 
Con Los Nietos 


SIDE B @) © 1988 RMM RECORDS 
1650 Broadway, Suite 1206, 
RMMLP-1670 gz New York, NY 10019 
33 13 RPM (212) 541-7950 




















1.DEBO HACERLO 4:36 


(JUAN GABRIEL) 


2. DOQUIERA ESTAS TU 3:51 


JUAN GABRIEL) 


3. SOLO IMPORTAS TU 4:07 


FRANCO DE VITA) 


4.CHEVERE 4:29 
(OMAR ALIANO) 
Productor Ejecutivo: Ralph Mercad » Productor: Chery Jimenez 


Arreglos: Sonny Ovalle » Estudio de Grabacion: EMCA 
Mezcla: July Ruiz, Sammy Velasquez, Santiago Veloz 





—LA CIRUGIA AL COCODRILO “Vv 
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| AMALIA BATISTA 


" 1 
?- 


—EL AMIGO RECONTRADURO 
-EL LORITO 


—PURA SANGRE | 
—EL CONCURSO DE MARICAS 


—LA BEBA DE LA CASA 


=EL ESPANOL COCHINITO: 
—GRASA EN EASOGA- i 


=" EL GRILLO 
- "LA CUMPARCITA 


‘ ub 
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mre oe ta nnn - PH 


EL CANTANTE DE TANGOS > 
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.-AHORA VUELVO YO 
--JAIMITO-EL VIVO. 


—LA COLGADA 
—LA SILLA CARIOCA 


-—EL CLIENTE ANTIGUO. 


—Et BORRACHO. 

—EN LAS.ROCAS ; 
—EL BARCO DE GUERRA 
—EL TOMBO EMPENOSO 


". EL MARICONCITO" 


—-LA LLAVE DE MI CUARTO 


.—LA HERMANA 


~LA CASADA. INFIEL 


U 1982 
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STEREO 


SIDE } 


VENEZUELA.75 
NELSON HENRIQUEZ y su Combo 


% 
ce) 
% 1. EL BARRANQUILLERO 
» 2. ¥Y QUE. Y QUE 
My 3. BAION DE MADRID 
4) RECUERDO TUYO 
Me 5. TEMPO Y DISTANCIA of 
“One® 6. ESQUINA DEL CANON VERDE rr 4 
2 
©ORp pve: ® 
* 658 TENTH 





A-613 _ STEREO 
SIDE B 


VENEZUELA 75 
NELSON. HENRIQUEZ y su Combo 


1. ZAGUATE CUMBIA 
. 2. OYE MORENITA 4 
& 3. EL PERGAMINO AY 
2. 4. FIESTA EN MONTERIA re 
0 5. PA CARTAGENA yor 
ln, 6. MI NAVIDAD ow 
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LNSGHIA 


: HIGH FIDELITY * UNBREAKABLE @ “ @® e 


: RAMITO \ 
EL CANTOR DE LA MONTANA \ 
| - Volumen 13 3 
@e |. labo} 


ee. a 





1. CIEGO POR TRES DIAS _ Aguinaldo 
_ {Flor M. Ramos) : f 
2. NO CAMBIO A MO PUERTO RICO — Seis / 
(Flor M. Ramos) 
3. ESTRELLA DE ORIENTE — Aguinaldo ; 
(Flor M: Ramos) 
4. ENSALADA DE INGLES Y ESPANOL “ ~ Seis 
(Flor M. Ramos) 
5. LO QUE NO PUEDE PINTARSE | ons - Mapevé 
(Flor Me-Bamos) 
6. FELIZ ANO NUEVO — Aguinaldo 
(Flor M, Ramos} 
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NSONLA 


HIGH FIDELITY * UNBREAKABLE  @ 4 en eo ) 


RAMITO | 
EL CANTOR DE LA MONTANA 
Volumen 13 


SALP 1513 6k LADO BR 
STEREO ae i) (SRB BAA) 
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1. JESUS AMOROSO — Aguinaldo 
(Flor M, Ramos) 
2. SENTENCIA DE MUERTE — Seis f 
‘(Flor M. Ramos) é 
3. EXPERIMENTO — Mapeye 
(Fior, M. Ramos) 
‘4, PUERTO RICO ES UN DIAMANTE ~ Seis 


“. (Flor M. Ramos) 
5. VIVA PUERTO RICO — Plena 
(Flor M. Ramos) 
6. FELICES DIAS — Aguinaldo ~ 
(Flor M. Ramos 
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Manufactured & Distributed by 
VP Records 89-05 138th Street 












Jamaica, NY 11435 SIDE A 
Tel: (718) 291-7058 Fax: (718) 658-3573 VPRL 1603 
| In Florida, 5893 S.W. 21st Street 33 1/3 RPM 









W. Hollywood, FL 83023 
Tel: (954) 966-4744 Fax: (954) 966-8766 


1. | Shall Not Be Moved 

(hs Standing In The Ashes 
SG, 3. Lord | LIFE Your Name On High 
: 4. Redeemed e 


%, 5, Lord | Give You My Heart i 
“ 6. It Must Be Love g 
Ren 1, This Island Needs Jesus ga 
re, coy 


7 No \0 
* All p; ce" 
"IQhts reserved. Unauthorized dup 

















VP Records 89-05 138th Street 
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| Jamaica, NY 114325 S 

| Tel: (718) 291-7058 Fax: (718) 658-3573 MESSE 1603 
In Florida, 5893 S.W. 21st Street 33 1/3 RPM 


| CARLENE DAV 
Manufactured & Distributed by “eck 


W. Hollywood, FL 33023 
Tel: (954) 966-4744 Fax: (954) 966-8766 


1. Jesus Is Coming 
2. Nothing But The Blood 
3. Light OF Jesus 
4. Inna Dis Yah Country 
§. Hallelyah Medley 
, 6. Bodyqvard Z 
Co" 1. This Island (Brawta Mix) we 
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All rj ica? 
“hts reserved, Unauthorized aur" 
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Soho 1. RISE UP THIS MORNING 3:57 
2. PEOPLE NEED LOVE 3:56 


3. MAMMA (featuring: Jonah & Joshanna Levy) 3:38 
4. FRIEND FOR LIFE 4:11 
5. FLOWER IN MY GARDEN 3:52 
6. DON'T LOOK BACK (featuring: Lady Saw) 3:37 


ALL TRACKS (except tracks otherwise indicated on jacket) 
PRODUCED, WRITTEN, ARRANGED,PERFORMED & DIRECTED RY 
BY COLIN "ILEY DREAD" LEVY 
EXECUTIVE PRODUCER: COLIN LEVY « 
© © 2001 KINGS OF KINGS PUBLISHING INC. at 
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Un, 
"ORIze D DUPLICATION Is STRIC™ ie 












KOK-2001LP 


7. THIN LINE (featuring: Chester "Chess" Miller) 3:43 
8. PASSIONATE FEELING 3:53 
9. SUMMER LADY 3:57 
10. GO SO BABYLON (featuring: Terry Ganzie) 3:59 
11. WHY? 3:53 
12. REVOLUTION (featuring: Sizzla & Capleton) 4:21 
ALL TRACKS (except tracks otherwise indicated on jacket) 
PRODUCED,WRITTEN, ARRANGED, PERFORMED & DIRECTED 
4 BY COLIN "ILEY DREAD" LEVY 


Vey EXECUTIVE PRODUCER: COLIN LEVY 
Re, © © 2001 KINGS OF KINGS PUBLISHING INC. 
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BENNY CARTER 
MORE COOKIN" 


_ 
| I 


1. On Green Dolphin Street 
2. Mean to Me 
3. Lover Man 





(31:45) 
33 1/3 RPM 


9I2917A 
SIDE 1 





















BENNY CARTER, ALTO SAX 
RICHARD WYANDS, PIANO 
LISLE ATKINSON, BASS 
AL HAREWOOD, DRUMS 


@® Amerco, Inc., 1991 







_ HERITAGE 
ree 


BENNY CARTER 
MORE COOKIN' 


912917A (30:28) 
SIDE 2 33 1/3 RPM 
1. South Side Samba 
2. i Thought About You 


3. Out of Nowhere 
4. Take the "A" Train 





















BENNY CARTER, ALTO SAX 
RICHARD WYANDS, PIANO 
LISLE ATKINSON, BASS 
AL HAREWOOD, DRUMS 


® Amerco, Inc., 1991 


Fretted Instruments 


David WNulbewt 


Solo Guitare — Volume | 





SIDE ONE . 33 1/3 RPM 













(NR11414-1) \ STEREO 
S~-1001 


1. THE EANLE OF SALISRURY 
(Byrd) 


2. GRAND OVERTURE 
(Giuliani) 


3. FANTASY 
(Sor) 


4.WALTZ 
(Barrios) 


‘ng, 
a7, 
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s 
“906 Linden avenve 




























Fretted Instruments 


avid “ Viulbet 


Solo Guitar — Volume I 


SIDE TWO 33 1/3 RPM 
(NR11414-2) STEREO 
S—1001 


1. THE GIRL WITH THE FLAXEN HAIR 
(Debussy) 

. STUDY —— 

. PRELUDE 


. DANCE 
(Wal bert) 


5. EL NOY DE LA MARE 
(Anonymous) 


A 6. PLANY 
(Anonymous) oY 


7. LA CATEDRAL 
(Barrios) 


WAH 


Qs 
tp 
7, 
Cn, 
s 
2906 Linden avenv© 


S White 


Daniel Jame 


January 5, 


THE COMPLETE JARMEL 
1. A LITTLE BIT OF SOAP 
(B Russell) © 1961 
2. SHE LOVES TO DANCE 
(J Seneca) ©1961 
3. ONE BY ONE 
(L Patterson, B Nelson) ©1962 


1950, #2374949 


4. KEEP YOUR MIND ON ME 
(F McRae, G Perkins, F Moore) © 1963 
5. COME ONE GIRL 
(B Elgin, B Russell, R Rogers) © 1963 
6. WHY AM! A FOOL FOR YOU 
(J Seneca, M Horton) © 1986 
7. THE WAY YOU LOOK TONIGHTTt 
(D Fields, J Kern) ©1961 
STEREO except tt MONO 
THE JARMELS 
Track 1 EMI Music Pub Ltd., 2, 3, 4 + 6 
Schwartz Music 5 White Castle Music 
7 Chappell Music Ltd. 
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THE COMPLETE JARMELS* 


— 1. LITTLE LONELY ONE 
iia (B Brass, | Levine) ©1961 
at 2. GEE OH GOSH 


(R Libano) © 1962 
3. RED SAILS IN THE SUNSET 
(H Williams, J Kennedy) ® 1962 


ie. IP 7780 
‘ IP 77802 


4. LONELINESStt 
(J Mot) ® 1962 
5. ’LL FOLLOW YOU 
(F Ahlert, R Turk) ©1962 
6. YOU DON’T BELIEVE A WORD I SAY 
(fp (W Young, B Jones) © 1986 
7. LITTLE BUG 
a (B Russell) © 1962 
A STEREO except tt MONO 
THE JARMELS 
Track 1 United Partnership Ltd. 2 + 6 3 


Schwartz Music 3 + 4 Shapiro Bernstein Music Go Ltd. 
5 Ahiert Music/Cromwell Music. 7 EMI Music Pub Ltd. 
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TRADIVARI. ee me 6. CHORUS 


FO wee. 


te WALLELUSAN 
ie EVERY VALLEY SHALL ‘BE EXALTED 
0, THOU THAT TELLEST GOOD 
- TIDINGS: TO ZION : 
HOW BEAUTIFUL ARE THE FEET OF 
THEM THAT PREACH THE 
GOSPEL OF PEACE 
: WHY DO THE NATIONS | i 
| "Nc Play, XSP- 4l1 aN aw oo 


"ING, oe RPM-HIGH ae 






HANDEL'S MESSIAH 
K FOR UNTO°US A CHILD IS. BORN 
HE TRUSTED IN GOD 
AMEN 


TRADIVARI STRINGS. WITH CHORUS 
AX «COMFORT YE, COMFORT YE 
“IL KNOW THAT MY REDEEMER LIVETH 
ay o~ ow 
a XSP-411-8 hl 
™ . 


EXCERPTS FROM 
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fe . 
MY PEOPLE — Z 
THE TRUMPET SHALL SOUND 
3% RPM-HIGH FID sts 





FACE A 
LR - 10045. y DISTRIBUIDO POR 


33) 173)rpm DISCOTECA PORTUGUESA 
STEREO 69 2 NASSAU ST. 


TORONTO ONT. CANADA 
TEL. (416) 868-1649 


XICO JORGE 


2 
o 
s, / 
iS ‘ DEDICADO A TI A. do Necchio-Se Rocchetti-Ae Jose” 
% 
% 
q 
% 
















VERDE VINHO Paulo Alexandre-Udo Yurgens-Kunze 
,3- DESCULPA Elton John-Bernie Taupin-A. Jos€& 
\ 


4. NUVEM PASSAGEIRA Hermes Aquino, 
ae GANG Ho DA GENTE NOVA Eduardo Garcia-Rgeha Oliveira 


a“ 
S 
eS) 
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ai Carlos Coelho 
Qe ees 
3 . 


ieccaéo e Coros de aera Oliveira q > 
“ye 


ty, Made In CANADA 
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LR ; 10045 we DISTRIBUIDO POR 
36 173 tpm DISCOTECA PORTUGUESA 
STEREO 69 2 NASSAU ST. 
TORONTO ONT. CANADA 
TEL. (416) 868-1649 
























4 s 
: XICO JORGE : 
= In Se VE AGARRG COM OUTRO LEsMaAw is 
= Cacho Castano-Versao Jean Pierre s 
% 2. AMOR, AMOR F. Lopez Gepero-A. Jose. e 
% 3. SOBRAM AS PALAVRAS Braulio-A. Garcia-A. José S&S 
& 4. FRANCESKA Antonio Guijarro-Augusto Algueré S 
Bo 5. POR DETRAS DO XAILE VERDE FS 
a A. Koral-Z. Skerl-A. José > 
% Cn BRASIEEIR OG, BRAS TEEN © 
Danova-YellowstonesAc. José oy 
Ny, Arranjos Direccdo e Coros de 
PO, Rocha de Oliveira 
"Reon, Made In CANADA 
0Fp Worx 5 pyarie 
RESERVED. UNAUTHORIZE 
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HEN OO 


VICTOR CRUZ 
AGORES —- UM CONVITE 












ACORES UM CONVITE (V. Cruz, Pai - T. Frazao) 
HORTENSIAS (V. Cruz - T. Frazao) 
A ILHA, O MAR E EU (T. Frazao) 
CHARLESTON (T. Frazao) 
MAR DAS ILHAS (V. Oliveira - L. Bettencourt) 







Orquestracdes de TEOFILO FRAZAO 
Fotos de MANUEL PAIVA 
Direcgao Tecnica de LUIS BETTENCOURT 
Gravado no ANGEL STUDIO 
Técnico: JOSE FORTES 
Direcgao de orquestra de REIS GOMES 44 








HEM OA 


VICTOR CRUZ 
AGORES —- UM CONVITE 


oy Na " 


ADEUS ACORES (A. L. Macedo - T. Frazao 
ILHA (A. L. Macedo - T. Frazao) 
O NOME DE MARIA (V. Cruz - T. Frazao) 
SEM PALAVRAS (V. Cruz - T. Frazao) 
LAVADEIRA (J. T. Medeiros - L. Bettencourt) 


Orquestragdes de TEOFILO FRAZAO 
Fotos de MANUEL PAIVA 
Direcgao Técnica de LUIS BETTENCOURT 
Gravado no ANGEL STUDIO 
Técnico: JOSE FORTES 
Direcg¢ao de orquestra de REIS GOMES 


























SANTA MAE 
HENRIQUE GARCIA 


SANTA MAE 4:37 


Letra. H. Garcia 


ALARIBA 3:17 


Letra_H. Garcia 


Lado A / \ ne 
HR 413. ; bes 


CORACAO CORAGAO 3:30 
Letra. J, Alfredo J. 4 

A NOITE-.2:30 —~ 

Letra. D.R. 

NAO VENHO NEM VOU 4:13 
Letra D.R. 





Producao e Distribuicao 
HENDA RECORDS, INC. 
Mt. Vernon, New York 
























SANTA MAE 
HENRIQUE GARCIA 


CANTO AOS ACORES._ 2:15 


Letra H. Garcia 


ELAPARTIO 3:18 


Letra H. Garcia 


33/3 RPM 





ACABECGA 3:20 


Letra. D.R. 


LUANDA 3:08 
Letra D.R. 


Producao e Distribuicao 
HENDA RECORDS, INC. 
Mt. Vernon, New York 
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ye Rema GIGLI 
O SOLE MIO (di Capua-Capurro) 
MATTINATA (Leoncaval/o) 
MARECHIARE (Tosti-de Giacomo) 
LA SERENATA (T7osti-Cesareo) 
OCCHI DI FATA (Denza) — 
~ LUCIA, LUCI (de Curtis) 
CARRETTIERI (G/bi/aro) 


Beniamino Gigli, tenor 
met orkest begeleiding 


HIS MASTER'S VOICE 
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Swe _. Side 1 72 = 
2 wy OM (pint, Dion TW) way 4 = 
eS 1. MELODY FROM THE FILM “THE DYBBUK” S 
= (Noam Sheriff) : & 
eS 2. FOLK SONG — 97199 >a7y JW 42 & 
Bs Traditional - >pny < 
B, 3. YAH RIBON (Traditional) — »nny yya4 n> 3 S 
%, 4, CHASSIDIC SONG ‘Traditiénal >2Y 99M YWa9 «4 S 


Qs 5. SIM SHALOM — piyow tow .5 SS 


By Yeshayahu Paikov - 337779 Im7yw? & 
Ww 6. YEDID NEFESH — wo) 7999 .6 or 
Pp Ehud & Sara Zweig-17718 N1W1 TINK aS 
dye he EREILECHS "= 3991095 ~.7 ww 
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> "JEWISH SOUL MUSIC” 
GIORA FEIDMAN 
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5 | acu | BAN 14297 = 
= oe Side 2 1% S 
= 1. IMPROVIZATION — 7! N42 MsPANOIN 1 em 
a (Traditional) — apy S 
2 2* SHALOM ALECHEM — po*sy moby .2 . 
A (Traditional) — >ayy = 

es 3. HAVU EZ LATAISH — wns ty jan .3 s 


@ (Traditional) — »)9)a\ = 
% 4, WEDDING DANCE — nnn 195 «4 iS 

iy (Traditional) — ay S 

ve WIV eM OTINA: OIF IID TO) ae & 

“%, 5. AZO! TANTZMEN IN ODESSA... (trad) 
F IPI PIA 7) = TWO PMI ID 46 Lee 
Dy, 6. IF | WERE A RICH MAN ws 
%o, 0 (Bock ~ Harnik) : o® 
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Re) (cm ay } 4 H |-F 
— ROBERT SCHUMANN 
FASCHINGSSCHWANK AUS WIEN, OP. 26 





band 1. Allegro® a, 
band 2. Romanze 
band 3. Scherzino 
band 4. Intermezzo 
band 5. Finale 


ae et ioe Piano 
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ROBERT SCHUMANN key 
hand 1, ABEGG-VARIATIONEN, OP. 1 \ 
SIDE 


. } if ene XTV 23461 
| Made in USA 
band 2, ARABESKE, OP. 18 / 
band 3. BLUMENSTUCK, OP. 19 
JOERG DEMUS - Piano ¢ 
) | e 
7 oe 
Bi "tp any | RPM ‘ ww 
He 0 6° E 
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HIGH VOLTAGE 
THE COUNT BASIE ORCHESTRA 


1. CHICAGO (Fisher/Roullier/Stani) 2:47 
2. HAVE YOU MET MISS JONES 2:45 
(Rodgers/Hart) 
3. THE LADY IS A TRAMP 2:53 
(Rodgers /Hart/Gershwin) 

4. (1M GETTING SENTIMENTAL OVER YOU 2:46 
(Washington/Bassmann) 

5. BEWITCHED (Hart/Rodgers/Greenfield) 4:59 
6. DAY IN, OAY OUT (Bloom/Mercer) 2:33 


PR 7105 g ae 


® 1981 PAUSA 
Side 1 RECORDS, INC. 



























HIGH VOLTAGE 
THE COUNT BASIE ORCHESTRA 


1. GET ME TO THE CHURCH ON TIME 2:15 
(Lerner/lLoewe) 

2. WHEN SUNNY GETS BLUE (M Fisher) 3:43 
3. ON THE SUNNY SIDE OF THE STREET 2:15 
(McHugh/Fields) 

4. TOGETHER (Nilsson) 3:07 
5. 1F | WERE A BELL (Loesser) 3:07 
6. | DIDN'T KNOW WHAT TIME IT WAS 2:11 
(Rodgers / Hart) 
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. AMERICAN TUNE 3:44 

2. WAS A SUNNY DAY 3:40 

. LEARN HOW TO FALL 2:45 
Soh SUR Ss COME Fase 

. LOVES ME LIKE A ROCK 3:32 
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-P. Simon 
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GERRY AND 
THE PACEMAKERS SECOND ALBUM 


i LLP a SIDE 1 
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ee, 
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1 
: O 
3, WHERE HAVE YOU BEEN y ON 
4. HERE'S HOPING i / Ss 

5. PRETEND | 

6.. THE WRONG YO YO w 





yp ms 


‘a ya AY 
THE PACEMAKERS SECOND ALBUM 


aah g SIDE 2 
33th | RR4M.4654 nel 


Eee . CHILLS 
ts . YOU CAN’T FOOL ME 
ee 3, 1T'S HAPPENED TO ME 
We 4 US ALL RICHT 
Mi 65. SLOW DOWN 
a mm 6. JAMBALAYA 
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1. BLUES IN THE CLOSET 
2. WHEN IT’S SLEEPY TIME DOWN SOUTH 
3. DEEP NIGHT 
4. NO MOON AT ALL 
5. UNDECIDED 


PETE COMPO JAZZ VIOLIN QUARTET 


-101 © SIDE ONE 
LIVE AT THE WEST END CAFE 


NEW YORK CITY 





1. MAKIN’ WHOOPEE 
2. NAKASAKI 
3. BUT NOT FOR ME 
4. IN THE WEE SMALL HOURS OF THE MORNING 


PETE COMPO JAZZ VIOLIN QUARTET 


¢ SIDE TWO 


LIVE AT. THE WEST END CAFE 
NEW YORK CITY 





ARCHIVES 
ELLINGTONIA 


Mfg. & IDist. Worldwide . . STEREO 
by ALA Records A611A 


4218 W. Jefferson Bv. 


tos Anceles, Ca. 90016 SIDE 1 


ELLINGTON ALL STARS 
featuring 
CAT ANDERSON 


. BETWEEN SOMEPLACE 
GOIN’ NO PLACE 


~ A FLOWER IS A LONESOME THING 
. THE MEXICAN BANDIT 
LOVELINESSENCE _ 


© ©1982 Ala Records 





ARCHIVES 





ELLINGTONIA 
Mfg. & Dist. Woridwide STEREO 
by AALA Records © A611 3 
4218 '\W: Jefferson Bv. : 
Los Angeles, Ca.-90016 SIDE 2 



















ELLINGTON ALL STARS 
featuring 
CAT ANDERSON 


. ACCEN'TUATE 
. CHELSEA BRIDGE 
. SUMMERTIME 

. LIKE, DIG 


& GDN — 


© 1982 Ala Records 
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LOWDOWN BLUES 
Pete Brown & His Jump Band 
Jonah Jones & His Orchestra 













_—. STEREO 






Side 1 


1. SAID ZED 2:35 

2. THE LITTLE JUMP 2:37 

3. AIN'T MISBEHAVIN’ 3:30 

} 4. CARAVAN 3:33 

\._ 5. THAT’S THE LICK 2:30 

6. BLUE SKIES 2:28 

. 7. ROSETTA 2:30 
‘8. THE WORLD IS WAITING 


“ROR THE SUNRISE 


LOWDOWN BLUES 
Pete Brown & His Jump Band 
Jonah Jones & His Orchestra 


JS 5006 STEREO 
Side 2 















1. LOWDOWN BLUES 2:35 
2. B.H. BOOGIE 3:11 
3. THAT'S THE LICK 3:13 
‘4. YOU CAN DEPEND ON ME 2:48 
5. BABY, WON'T YOU PLEASE 

COME HOME 2:46 
6. TWELFTH STREET RAG 2:58 
7. | CAN'T GIVE YOU ANYTHING 


Sir SOV.E 





“GREAT GROUPS 





OF THE FIFTIES’ 

Volume Three 
SEND FOR een y ye 8 \ COL 5039 
Wis bead Ah SIDE ONE 


CATALOG a 





1. THE GLEAM IN YOUR EYES - The Channeis - 

(Lewis-Robinson) . Spinning Wheel (BMl) 

2. GOLDEN TEARDROPS - The Flamingos - (Redding-Carter) - Joni (BMI) 
3. CAN'T HELP LOVING THAT GIRL OF MINE - The Hide-A-Ways 
4. SHADOWS .- The Five Satins - (F. Parris) - Angel (BMY) 
§. MLL BE FOREVER LOVING YOU - The El! Dorados - 
yw Aenola-T. Daniels) - Toltie (BMH 

6. HONEST - The Gaaetles - (Langston) - Andrea (SESAC) 
7. LOVE ME RIGHT - The Skyhawks - 
{Previously Unreleased) 1 
ue a 

ger 
“Corp CORP. BOK 36 NAR 





“GREAT GROUPS 
OF THE FIFTIES” 


Volume Three . 





SENDFOR | Re : on COL 5039 
CADHRG Tor OE SIDE TWO. 








1. | COULDN'T SLEEP A WINK LAST NIGHT ~ The Mello-Moods - 
{H. Adamsan-J. McHugh) -Bob-Dan (BMI). 

a VALARIE - Jackie & The Starlites - (Starlites) - Fast Music (BM!) 
3. EVERYONE'S LAUGHING - The Spaniels - (C. Carter) - Conrad (BMI) 
4. DANCE GIRL -- The Charts - (. Cooper) - Everiast (BM!) 

5. MARCELLA - The Casteiles’- (The Castelies} - Slotkin (BMI) 

6. CORALEE - The Hemiocks - (Jefferson-Robinson) - Fire (BMI) 

7.1 LOVE YOU - The Idols - (Previously Unreleased) * 
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COMPATIBLE STEREO RECORD 


RACHMANINOFF 
SIX PIECES, OP. 11 























ORS 7151 . SIDE 1 
STEREO a 331% RPM 
(21:07) 


1. Barcarolle 5:24 
2. Scherzo 3:14 
3. Russian Theme 5:13 
4. Waltz 4:08 
5. Romance 3:08 


SHARON GUNDERSON 


JO ANN SMITH 
PIANO DUETTISTS 
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COMPATIBLE STEREO RECORD 


RACHMANINOFF 
SIX PIECES, OP. 11 





ORS 7151 /_ SIDE 2 
STEREO Wes 33% RPM 
(21:16) 


1. Rachmaninoff: Slava, Op. 11, No. 6 5:50 
2. BRAHMS: VARIATIONS ON A THEME OF SCHUMANN, Op. 22 15:16 


SHARON GUNDERSON 


JO ANN SMITH 
PIANO DUETTISTS 


~~ = 
Westminster 
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“THE BEST OF JOHNNY & THE HURRICANES” 


JOHNNY & THE HURRICANES 
1. RED RIVER ROCK (King-Mack-Mendelsohn) 2.10 (Castle) 
2. HAPPY TIME (King-Mack) 2.07 (Palace) 
3. BUCKEYE (Conaster-King) 2.07 (Palace) 
4. CUT OUT (King-Mack) 2.00 (Palace) 
5. BEATNIK FLY (King-Mack) 2.10 (Leeds) 
6. WALKIN’ (King-Mack) 2.48 (Palace) 
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.“ THE BEST OF JOHNNY & THE HURRICANES” 


JOHNNY & THE HURRICANES 
1. CROSSFIRE (Fowler-King) 2.24 (Control) 
2. REVEILLE ROCK (King-Mack-Conaster) 2.21- (Castle) 
> 3. BAMBOO (Conaster-King) 2.20 (Palace) 
° 4. THUNDERBOLT (King-Mack) 2.08 (Palace) 2 
DH 5. JOY RIDE (Pizzol-Gottfried-King) 2.29 (Palace) z 
x. 6. SANDSTORM (King-Mack) 2.15 (Belinda) 


4, Original Recording MCP, U.S.A. 
® 1977 
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ENRICO MACIAS 
STEREO 2M 046 - 13.255 ———, 


M 046 - 13.255 A |? om 3 


CE DISQUE PEUT ETRE UTILISE f 
AVEC UN LECTEUR MONO  ® 1975 


VOUS LES FEMMES (2’20) - E. Macias - P. R. Blanc, J. Demarny 1965 MARINE 
IL RESTE AUJOURD’HUI (2’05) - E. Macias - A. Huruguen 1963 PATHE MARCONI 
PUISQUE L’AMOUR COMMANDE (2’50) - E. Macias - J. Demarny 1967 CIRTA 
4. L'AMIFIDELE (2’25) - Pétrov-P. Gérard 1964 CHANT DU MONDE!P. GERARD 
5. TOILE POETE (2’25) - J. Claudric, E. Macias-J. Demarny, E. Macias 1967 

CIRTA — 6 UN SOIR D‘ETE (2'30) - D. Pomus, M. Shuman-A. Salvet,, 
: C. Carrere 1963 PIGALLE — 7. POUR TOUT L’'OR DU MONDE 
(2°30) E. Macias - J. Demarny, P. R. Blanc 1966 CIRTA 
Orch. dir. 1.4.5. J. Claudric - 2.6. A. Huruguen g 
3.5. a l’acc. Jo Courtin 
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MADE !N FRANCE. 


ENRICO MACIAS 


STEREO em 2M 046 - 13.255 SAGEM 
CE DISQUE PEUT ETRE UTILISE ‘ame M 046 - 13.255 B ; j 
AVEC UN LECTEUR MONO @®) 1975 


1. CHANTER (2'55) - E. Macias-J. Demarny 1966 CIRTA — 2. VAGABONDS 
SANS RIVAGE (Nubes de colores) (2’20) - A. Alguero-P. Cour 1963 CHAPPELL 
3. SANS VOIR LE JOUR (3'15) - Folklore, arrgt. E. Macias 1965 COMPAGNIE / 
CAP. — 4. CHIQUITA (3’05) - E. Macias, A. Huruguen-L. Halimi 1962 
PATHE MARCONI —- 5. L'AMOUR C’EST POUR RIEN (3'10) - E. Macias- 
P.R. Blanc 1964 TRAIN BLEU/TUTTI — 6. J‘APPELLE LE SOLEIL 
(2'35) - E. Macias-G. Bertret, J. Demarny. 1965 MARINE/ 
CiRTA — 7. AVEC LES PINS BU BORD DE L'EAU (1/50) 
E. Macias-E. Marovani, A. Huruguen 
1964 TUTTI 
Orch. dir. 1.3.5.6.7. J. Claudric 
2. A. Husuguen 





‘Tous DROITS OU PRODUCTEUR PHONOGRAPHIQUE & DU PROPRIETAIRE DE L'OEUVRE 
~ ENREGISTREE RESERVES SAUF AUTORISATION, LA DUPLICATION, LA LOCATION, 
LE PRET, L'UTILISATION DE CE DISQUE POUR EXECUTION PUBLIQUE 
: HET. RADIODIFFUSION SONT INTERDITS. 
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DAKOTA STATON 


SideOne NO Manis Going 
Produced by Ben Arrigo 
® 1985 To Change Me Bross Townsend-Piano 
(m48 5gpds5027ay Dave Jackson-Bass 
All Rights Reserved | ee ic: pone hey 
GP Records Duplication of This Recording 
GPDS 5027 Stereo Is Prohibited by Federal Law. 






























1. THAT’S NO JOKE 
(Joe Bailey) BMlI—Rightsong Pub.—2:29 
2. NO MAN IS GOING TO CHANGE ME 
(Gladys Shelley) ASCAP—Spiral Rec. Corp.—3:22 
3. WHERE FLAMINGOS FLY 
(Van Morrison) BMi—Caledonia Soul/Warner Tamerland—4:30 
4. SEX IS A MISDEMEANOR 
(Walter Bishop) ASCAP—Walter Bishop Music—4:15 
5. [IT] AIN'T NO USE 
BMI—Rightsong Pub.—3:45 


6. HOW DID HE LOOK 
(Gladys Shelley) ASCAP—Spiral Rec. Corp.—4;59 


A Glenn Production, 157 W. 57th St. 
New York, NY 10019/212-265-6585 
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DAKOTA STATON 


ge No Man Is Going 
Produced by Ben Arrigo 
® 1985 To Change Me Bross Townsend-Piano 
(m485gpds5027b) Dave Jackson-Bass 
All Rights Reserved oa Carvin-Drums 
Eng: Dave Cook 
GP Records Duplication of This Recording 
GPDS 5027 Stereo Is Pronibited by Federal Law 






















1. WHAT’S GONNA HAPPEN TO ME 
(Kim Weston-Muchy Stevenson)—3:33 
2. DOIN’ THINGS FOR HER 
(Gladys Shelley) ASCAP—Spiral Rec. Corp.—3:50 
3. WILLOW WEEP FOR ME 
(Ann Ronell) ASCAP—Bourne Co.—4:40 
4. LOVE FOR SALE 
(Cole Porter) ASCAP—Wamner Bros. Inc.—2:35 
5. NO MORE IN LIFE 
(Bill Dogett—Ace & Regina Adams) BMI—W & K Pub.—4:59 
6. | COULD HAVE TOLD YOU 
(Carl Sigman—Jimmy Van Heusen) 
ASCAP—Major Songs/Boca Music—3:40 


A Glenn Production, 157 W. 57th St. 
New York, NY 10019/212-265-6585 
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PRAISE HIM 
THE JULIUS BROCKINGTON ENSEMBLE 


1. PRAISE HIM (J. Brockington-J. Brown) 4:22 
Kiya Music (BM!) 
2. ALWAYS BE BY MY SIDE (Traditional) 5:48 


3. SINNER PRAYER (J. Brockington-J. Brown) 3:40 
Brown-Brock Music (BMI) 


4. GOING UP YONDER 2:25 
(W. Hawkins) Lexicon Music (ASCAP) 


®) © 1979 ALA Records 


























Manufactured & Dist. 

a © oT 

4 . Jefferson Bivd. 

Los Angeles, CA 90016 SIDE 2 
ae ALA G-901 


PRAISE HIM 
THE JULIUS BROCKINGTON ENSEMBLE 


1. LORD JESUS CHRIST 4:07 
2. IF IT’S HIS WILL 3:12 

3. GOD LOVES PEOPLE 4:00 
4. GOD’S GRACE 3:25 


5. DAY BY DAY 2:25 
All song written by J. Brockington- 
J. Brown and published by 
Brown-Brock Music (BMI) 


®) © 1979 ALA Records 





Made in West Germany 


2538 235 $2 f t 2535 326 
<i | 


Anton Dvorak 
(bearb.: G. Saborow) 


Streicherserenade E-dur op. 22 


1. Satz: Moderato 
2. Satz: Tempo di Valse 
3. Satz: Scherzo. Vivace 
4. Satz: Larghetto 
5. Satz: Vivace 
Violin-Ensemble des Bolschoi- Theaters 
Dirigent: Julij Rejentowitsch 
® 1973 Polydor International 
GmbH 
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STEREO | p 1980 
Wake \Me When It’s Over 


The Exciting. Sounds Of The Lenny Wilson Quartet 


Music Box Dancer 
(Frank Mills) 2:52 
Guess Who | Saw Today 
(Grand & Boyd) 3:43 
Bags & ‘Trane 
(John Coltrane) 3:17 
Send In The Clowns 
(Stephen Sondheim) 4:16 
A Nightengale Sang In Berkley Square 
(Maschwitz & Sherwin) 4:46 
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AGII IOO6B q SIDER 


STEREO 
Wake Me When It’s Over 


The Exciting Sounds Of The Lenny Wilson Quartet 


Hush-A-Bye 
(Taylor & Livingston) 3:03 
Dreamy 
(Errol Garner) 4:38 
You’ve Got A Friend 
(Carole King) 2:32 
Limehouse Blues 
(Duke Ellington) 3:20 
Blue Bossa 
(Kenny Dorham) 3:22 
New York, New York 
(Kander & Ebb) 3:06 


YS 1531 4“ SIDE 1 


(CYS 1531 AS) 


. HUELES A NOCHE DE AMOR 3:03 
Paco Revueltas 
CUANDO QUIERAS DONDE QUIERAS 3:22 
Alberto Salerno-C. Dammico- 
3. AUNQUE TU NO LO CREAS 3:50 
A Jae : 
: ane 3:13 
J Armenteros-P. Herrero- 
‘ No DUDES Y YUELVE POR MI 3:37 
C. de Mingo-Pablo Ramirez- 
}. TU PRIMERA VEZ 3:01 


se Rendon Mec 1na-Yosnio 


3 M exico 





YOSHIO 


iy: We i: : 
"STEREO - 


. DEMASIADO TARDE 3:33 
F. Navarro-Ramon Tore 

. EL SILENCIO HABLA POR LOS DOS 4:32 
-A. Jaen 

. POR ESTE AMOR YO HE DADO TODO 3:24 
Juan Eduardo- 

. PORQUE AUN TE AMO 3:09 
-Jorge Antonio Wong Lopez 

. CUERPO SIN ALMA 4:48 
-R. Cocciante-A. Cosselli-M. Luberti 


P1978 CBS Mexico 


Cayt ronics Inc. bY 













REDMAN SUPER POWER 
VOL. 2 





1. OLD FRIENDS / Sanchez / (Adapted) 










a. 
= 
2. CARRY NO GANJA / Clement Irie > 
12) 
3. COME AGAIN / Horace Andy Y 
4. DANGEROUS / Conroy Smith 


OED WOnK RESERVE 









REDMAN SUPEK FOWER 
VOL. 2 












\ 
1RLAIN & STRAIGHT / Dignitary Stylish 
‘SFE WE TIME NOW/ Flourgon 


3. DIBBY - DIBBY / Daddy Lizard 
4. GIVE LOVE A TRY ace Andy 

























8337-1-RB-A Side A 
BLUEBIRD SAMPLER 88 


1. THE PEARLS 
2. WHERE OR WHEN 
3. (WHEN YOU) SQUEEZE ME 
4. WHEN LIGHTS ARE LOW 
5. BODY AND SOUL 
6. RELAXIN’ AT THE TOURO 
7. CONCERTO FOR COOTIE 
8. LITTLE JAZZ 
1. Jelly Roll Morton 2. The Benny Goodman Trio 3. Fate Waller 
4. Lionel Hampton 5. Coleman Hawkins 6. Muggsy Spanier 
7. Duke Ellington 8. Artie Shaw and his Orchestra 
® 1988 BMG MUSIC 






8337-1-RB-B gs Side B 


BLUEBIRD SAMPLER 88 


1. ROCKIN’ CHAIR 
2. SOMEBODY LOVES ME 
3. CONCERTO FOR BILLY THE KID 
4. EVERY NIGHT 
5. JOY SPRING 
6. EARLY AUTUMN 
7. KING PORTER STOMP 
1. Louis Armstrong 2. Al Cohn-Zoot Sims 3. George Russell 
4. Joe Williams 5. Gil Evans 6. Woody Herman 7. Air 
® 1988 BMG MUSIC 















It’s Not Alright (3:00) 

My Wings (2:58) 

I'll See You Inside (2:36) 

Here | Haven Meet (1:20) 

w/ the Crowd (0:31) 

What We Were Before (3:59) 
When the Leaves Change (3:21) 


Snap a G-String Jam (3:02) 
Then | Started Questioning (3:30) Lue @ Pik Boy 














Ongs Written by Reed Kendall 








Probably, of the Lights (3:42) D 
Silver Stone (4:34) 


Routine & Horrifying (4:49) 
en zed (4:29) 
The Door Is Open (4:26) 
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1. Surfin’ (Wilson/Love) Guild Music THE BEACH BOYS 2.14 
2. C’mon And Swim (Coman/Stewart) Clears Music BOBBY FREEMAN 2.45 
3. Little Honda (Wilson/Love) Irving Music THE HONDELLS 1.56 
4. Quicksand (Holland/Dozier/Holland) Stane Agate Music 

ARTHA REEVES 2.42 
5. Surfer Girl (Wilson) Guild Music THE BEACH BOYS 2.12 
6. Sunshine, Lollipops And Rainbows (Hamlisch/Liebling) 
Ch. H. Hansen Music LESLEY GORE 1.34 
® 1982 PRODUCED UNDER LICENSE 
FROM KEY SEVEN MUSIC 
A product of MCS Ltd., 
Switzerland 
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Side 2 210.020 
210.020/B 


oO 
= 
= 
2 1. Do You Wanna Dance (Freeman) Clockus Music BOBBY FREEMAN 1.42 
r 2. Wipe Out (Berryhill/Wilson/Fuller) Robin Hood Music/ 
o Miraleste Music THE SURFARIS 2.15 
A 3. Surfin’ Safary (Wilson/Love) Guild Music THE BEACH BOYS 1.59 
» 4. Little Town Flirt (Shannon/McKenzie) Vicki Music 
> DEL SHANNON 2.47 
» 5. Hula Love (Knox) Kahl Music BUDDY KNOX 2.26 Dy 
4 6. Surfin’ Bird (White/Frazier/Harris) Beechwaod Music 2 
¢ THE TRASHMEN 2.16 A 
» ® 1982 PRODUCED UNDER LICENSE 
< FROM KEY SEVEN MUSIC 
<a A product of MCS Ltd., 
9 Switzerland 


N 
b 
Wy 





Lu INI3yW IH 

















VHR-00-72-002 
STEREO SIDE A 


© ® 1993 VIBBESUOH RECORDS 33 1/5- RPM 
MIXED BY N PRINCE PROD BY N PRINCE S. VERNON 


R PENGELLY 














|AM NOT A TOY 
(S. VERNON) 


= July Vv 
1. LOVERS TOY 3:30 
2. WATER DUB TOY 3:27 


Exec. Prod: ViBBESUOH PROD: INC: 
Recorded:& Mixed at ViBBESUOH Studio - 
Mig:-& Dist: VIBBESUOH Records 
Tet {305) 623-8458 
Dist by FEC PRODUCTION: INC 
Fel (305) 624-7515 Faxt305) 624-4071 
Al: Rights: Reserved 
Unauthorized Copying, Reproduction, Hiring Lending: 
Public Performance: and Broadcasting, Prohibited 





VHR-00-72-002 / SIDE B 


STEREO | 33 1/3-RPM 
© © 1993 ViBBESUOH REGORDS PROD BY N PRINCE, S VERNON 


MIXED BY N PRINCE R PENGELLY 



























WOMAN / EASE IT UP 
{S: VERNON & M MERCER} 


JUICY V & CHAOS 
1. EASE UP WOMAN 4.41 
2. WOMAN MIX 4 37 


Exec. Prod: VIBBESUOH PROD ING: 
Recorded & Mixed:at VIBBESUOH Studio 
Mig. & Dist: VIBBESUOH Records 
Fet:(305) 623-9458 
Dist by ELC PRODUCTION. ING 
Tel: (305):624-7515 = Fax:(305) 624-4071 
Al-Rights Reserved : 
‘Unauthonzed Copying, Reproduction. Hiring, Lending. 
Public: Performance. and Broadcasting, Prohibited 
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You'll Never Know 
Ragtime Cowboy Joe 
The Grizzly Bear ‘ 
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By The Light 
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RUTH RUBIN sings 
YIDDISH FOLK SONGS 


PR-INT-13019 
§SIDE 1 ——<. > 
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| RRA at Shelia Executive Producer: 
Dist. By | W. Brown 
luff Gong > Produced & Arranged 
International _ W. Brown 
Limited L. Minott 
cee ecus 1. WHATYOUWONTDO _—~Recorded & Mixed 
Garvey Dr. (ADAPTED) W. Brown 
a l Le : SIYUTE L. Minott 
h: 92-3938 2m 2. SATISFACTION GUARANTEED Admiral Ken 
(L. MINOTT) 
SUGAR MINOTT Published by 
3. | PROMISE TO LOVE YOU WB Music 
(R. KENNEDY) (P) (C) 1992 
SUGARP 
4. CAN'T WAIT ANOTHER MINUTE 
(ADAPTED) 
wy SAILOR 9 
4 < 
Up 5. VICTIM OF YOUR LOVE gy 
Op, (B. REID) a 
‘S&p . CANDY MAN aa 
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1. KUNUMUNU 
(C. MASON) 
TUMPA LION 


2. NAME BRAN SONG 
(t. BROWN) 
LITTLE LEE 


3. PLASTIC DI LEAD 
(D. DRAKETT) 
LYRICAL 


4 RAMACON 
(R. GORDON) 
ROBBIE G. 


5. LOVING DADDY 
(T. THOMPSON) 
PAPA SAN 


COPY oF THis WOR 


Executive Producer: 

W. Brown 

Produced & Arranged 

W. Brown 

L. Minott 

Recorded & Mixed 
W. Brown 
L. Minott 
Admiral Ken 















Published by 
WB Music 
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LA PARRANDA DEL SIGLO 
— De Elba y Renny 


Cara B 


33 1/3 R. P.M. 


LA PARRANDA DEL SIGLO 
De Elba y Renny 
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a _ WONDERFUL TOWN 
(Bernstein; Comden, Green). 
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JOJO, 


Original Sound Track Music 
From The Paramount Motion Picture Lh 


%, 
BECKET i 
A Hal Wallis Production 3 
RICHARD BURTON 
PETER O’TOOLE 


DL 9117 g sive | 
MG 9378 


4 


Band 1. MAIN TITLE And KING HENRY’S ARRIVAL 
AT CANTERBURY CATHEDRAL (6:52-AS) 
Band 2. DAYS OF YOUTH (1:40-AS) 

Band 3. THE HUNT (2:44-AS) 

Band 4. GWENDOLEN (6:33) 


MUSIC COMPOSED BY 
LAURENCE ROSENTHAL 





SS Original Sound Track Music 
QS" From The Paramount Motion Picture % 


BECKET G 
A Hal Wallis Production Le 


RICHARD BURTON z 
PETER O’TOOLE 


DL 9117 SIDE e 
MG 93796) 


Band 1. TRIUMPH IN FRANCE (3:24-AS) 

Band 2. CONSECRATION AT CANTERBURY (4:34-AS) 
Band 3. TRIAL AND ESCAPE TO THE COURT OF 
KING LOUIS (4:10-AS) 

Band 4. THE MEETING ON THE BEACH (2:26-AS) 
Band 5. BECKET’S MARTYRDOM (5:16-AS) 
Band 6. END TITLE (1:43-AS) 


MUSIC COMPOSED BY 
LAURENCE ROSENTHAL 
























STEP 040562 
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Poe City ae ON NL. 
STEREO EP | 
33 1/3 RPM 


1. WOMAN TROUBLE 2:58 
(Todd A. Bleckley) Carrion Tunes Music, BMI 
2. MY OWN MAN 2:46 
(Todd A. Bleckley) Carrion Tunes Music, BMI 
3. THE FIRST THING 3:27 
(Todd A. Bleckley) Carrion Tunes Music, BMI 
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THE FIRST THING 
STEP 040562 





Adverse City Records : 


STEREO EP 
33 1/3 RPM 
1.INA RED RIVER 3:19 


(Todd A. Bleckley) Carrion Tunes Music, BMI 
2. IN YOUR ROOM 4:10 
(Todd A. Bleckley) Carrion Tunes Music, BMI 
3. THERE'S AHOLE 3:14 
(Todd A. Bleckley) Carrion Tunes Music, BMI 
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A BELEW 
1. Wishful Thinking (W. Stewart) 
2. The One You Slip Around With 
} (H. Howard-O. Charles) 
3. Love’s Been Good To Me 
(Belew-Blake-Stevenson) 


71G-507-A ¢ 33% RPM 





4. Three Cheers For The Red, White 
and Blue (C. Belew-D. Burges) 

. Send Me The Pillow (You Dream On) 
(H. Locklin) 

. Where Do I Go (When | Get To Where 
I’m Going) (C. Belew-B. Jennings) 
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CARL BELEW 
1. Make Up Your Mind (And Say Yes) 
(C. Belew) 
2. Little Miss Heartache 
(C. Belew-T. Blake) 


7G-507-B 33% RPM 


. Three Cheers For The Loser (C. Belew) 
. Just Out Of Reach (V. F. Stewart) 
. | Gotta Go Get My Baby 
(Rainwater-Adelman) 
. You’re The Only Good Thing 
(J. Toombs) 
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‘It's Here ‘Again Christmas Time — 


2 3 
| 4 4, It’s Here Again Christmas Time 3°17 - 2. Christmas Story. 2’46 - S 
5 3. Oh Let Us Alll Adorn 2’14 - 4. Oh What A Wonderful Bey 3°40 - g- 
' 5. Joseph's Dream 4°47. 


& 
The Johnny Thompson Singers : a 


All compositions by Johnny Thompson - 
String-arrangements by Mickey Baker = = = oe 
Co-published by Freddy J. Angstmann/Bellver ye 
- Produced by Eregay: J. Angstmann R gaae Re) 
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It's Here Again Christmas Time 


3 : ~ 

1. Little Baby 2°56 - 2 ‘Hallelujah To His Name 2'40 - 3. Good =e 
News 2'10 - 4. Christ Is Born 3'00 - a 

. §. Glad Tidings 3’20 | 
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% a “The Johnny Thompson Singers | e 
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se 3 ~All compositions by Johnny Thompson 
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JERRY WALLACE 
(Mr. Smooth) 


muss YOU ALREADY 


Produced by: 
Gene Kennedy 
















BMA-7-1001 
SIDE ONE 
1. OUT WICKENBURG WAY. 2:44 
o te. (Jerry Wallace/Kevin Young) Jerry Wallace Music 
£r OS Pub. (ASCAP) Ken Sheldon Music Pub. (ASCAP) 
WIG 2. | MISS YOU ALREADY 3:24 
Ne LD (Jerry Wallace/Kevin Young) Jerry Wallace Music 
CRoue We Pub. (ASCAP Ken Sheldon Music Pub. (ASCAP) 


SA litte END OF AIRAINBOW = 2-18 
(Jimmy Krondes/Sid Jacobson) Criterion Music 


} Corp. (BMI) 
4 4. LOOKING FOR A MEMORY 2:25 & 
%, (Ray Pennington) Showbiz Music (BMI1) ERY 


G 5. MY LAST SAD SONG 2:28 
% (Ron Muir) Chip ‘'n'' Dale Music Pub. Inc. (ASCAP) «@* 
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JERRY WALLACE 
(Mr. Smooth) 


I MISS YOU ALREADY 
Produced by: 


Gene Kennedy BMA-7-1001 
SIDE TWO 































Le EEPROMISE YO OMORROW 2:27 
(Frank Stanton/Suzanne Shingler) Edwin H. Morris 


OTR Me. & Co. Inc. (ASCAP) Chip ‘'n'’ Dale Music Pub. 
Pe) ie’ Inc. (ASCAP) 
WIG. 2. WHY DON'T WE SLEEP ON IT 2:57 
BN (Ben Peters) Ben Peters Music Pub. (BMI) 
Sees 3. NOW THAT SANDY'S GONE 3:21 
(Jim Taylor) Chip ‘‘n'' Dale Music Pub. Inc. 
}. (ASCAP) 


De a. TOW RE ON THE RUN Stts 
% (Jerry Wallace/Kevin Young) Jerry Wallace Music a5 
o Pub. (ASCAP) Ken Sheldon Music Pub. ASCAP xe 

Y SOU G Fiat wGlOllS Ea 2858 
o (Jerry Wallace/Kevin Young) Jerry Wallace av 
: Music Pub. (ASCAP) Ken Sheldon Music Pub Xe’ 
[yy (ASCAP) ~~ 
/ oe 
"ery 1 . 
Hong, Be 9ne° 

Group, Inc. P.O. ® 
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CARL BUTLER and Pearl 
AVENUE OF PRAYER 


ee 


1. THE DAY OF WRATH 
-M. Carter - E. J. Carter- 


2. JESUS -J. Campbell- 
3. ROMANS TEN AND NINE -W. Bailes - J. Bailes- 


= 4. JESUS IS THE ONE <L. Emerson- S 
uw 5. WATCH AND PRAY -F. Bailes- \ 
, 6. PALE HORSE AND HIS RIDER a 

, -J. Bailes - E. Staggs- 
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a - Wade in France. by 
S ° ——— = 
‘ | d * _ . ; é { $ 
3 PRELUDES Op. 23 pour piano. 


, 1. n° 1 en fa diése mineur : largo (3°51) $ 


% 2, n° 2 en si bémol Majeur : msestose (3'25) = 


3. n° 4 en ré Majeur : andante cantabile (4°11) 
© 4. n° 5 en soi mineur : ata marcia (3°44) 


Zt 
3} . ™->"4 
* 5. n° 7 en ut mineur ; allegra (2°23) 
. 6. n° 8 en la bémol Majeur : sifegro vivace (3'05) 


Sviatoslav RICHTER 





 MELODIA U.AS.S 


Serge RACHMANINOV 
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Made in France. 


% ips ne ten ut Majeur : : allegro vivace (1°11) 
% 2. n° 2 en si bémol mineur : allegretto (301) 
% 3. n° 6 en fa mineur : allegro appasrionato (1'17) $ 
oe 4. n° 7 en fa Majeur : moderato (2'10) ¢ 
z, 5. n° 9 en ja Majeur : allegro moderato (2'33) S fi 
%, 6. n° 10 en si mineur : lento (5'21) 
7. n° 12 en sol diése mineur : allegro (2'17) 


Sviatoslav RICHTER 
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“STRINGS ON HIS FINGERS” 
|THE ARTISTRY OF ERICH FERSTL 


Tarde Azul 


Manzanares 
Serenata Sevillana 
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Guitarresque 
Tempeltanz 
Toros 

’ Noches 
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“STRINGS ON HIS FINGERS” 
THE ARTISTRY OF ERICH FERSTL 


Filippo 
Blue Crinoline 
Crepuscule 

— Somnambula 
Medina 
lkarios 
My Orum 





